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KAL YMNIAN MUSIC AND DANCE 
IN TARPON SPRINGS, FLORIDA 
PANA YOTIS LEAGUE 
ABSTRACT 
Greek immigrants from the Dodecanese island of Kalyrnnos have dominated the 
social, political, and economic life of Tarpon Springs, Florida since their arrival in the 
first decades of the twentieth century. Remarkably unlike the typical urban immigrant 
experience, this dynamic has allowed the Kalyrnnian-American community of Tarpon 
Springs to negotiate its relationship with American society from a position of relative 
power, without the immediate need to compromise linguistic, social, or occupational 
identity for the sake of survival. The cultural and artistic traditions of 
Kalymnos-foremost among them music and dancing-have played a central role in the 
construction of Kalyrnnian-American identity in Tarpon Springs, and have enabled a 
creative negotiation on the community's own terms ofthe states of"hyphenated being" 
that characterize immigrant communities. In this thesis, I examine the ways in which 
Kalymnian Tarponites use embodied musical movement as a resonant bridge between 
competing cultural allegiances, a means of imaginative travel in search of emotional 
fulfillment, and a venue to perform notions of distinction and belonging. For Kalymnian 
residents of Tarpon Springs, the embodied music and dance traditions of Kalyrnnos 
function as mobile sites of tension and transcendence, are imbued with a new set of self-
sufficient meanings, and serve as a passport to cross the blurry borders of transnational 
being. 
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INTRODUCTION 
This thesis is an ethnographic account of traditional music and dance practices in 
the Kalymnian immigrant community of Tarpon Springs, Florida. Drawing on months of 
intensive fieldwork, active participation in the musical life of the community, interviews 
and conversations with dozens ofKalymnian-American residents of Tarpon Springs, and 
a lifetime of experience around the town and its people, I explore how the songs and 
dances brought to Tarpon over the last century by immigrants from Ka.Iymnos play a vital 
role in the formation and consolidation of identity among Kalymnian Tarponites, by 
bridging the gaps between multiple geographical and cultural points of reference, and 
contributing to a sense of belonging in a trans-national world. 
Throughout the course of this project, I have constantly been confronted with the 
"burning questions of my own identity" that first brought me to ethnomusicology (see 
Motzafi-Haller 1997:208). As a fourth-generation Greek Tarponite, few things evoke 
home for me more than Kalymnian music and dancing. It is so much a part of my 
consciousness that it seems to exist inside of me as a physical presence, and I am "inside" 
of it as I am inside few other artistic or cultural practices in my life. Yet though there are 
Kalymnians in my extended kinship network, I myself have no Kalymnian blood. My 
great-grandparents came to Tarpon from the Greek island of Kefalonia-on the opposite 
side of the Greek-speaking world from Kalymnos-and the Corinthian Gulf town of 
Galaxidi, an important nautical center not far from the ancient sanctuary at Delphi. I am 
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also an Irish-American, with roots in West Clare and the Northern Irish county of 
Fermanagh. In a community where bloodlines weigh heavily on social relations, I am 
thus in some ways an incontrovertible outsider, despite my family 's integral role as 
sponge merchants, schoolteachers, and musicians in Tarpon for nearly a century. 
This has not necessarily resulted in any obvious logistical hurdles or lack of 
access to information during the process of fieldwork. In fact, my collaborators have been 
universally generous with their time and knowledge, readily opening their hearts and 
homes to me, and genuinely flattered by my interest and inclusion of them in this project. 
Rather, the consequence of my lack ofKalymnian blood most often seems to be that I am 
something of an anomaly, always conspicuous in my embodiment of Kalymnian modes 
of musical expression. My Tarponite background and lifelong exposure to Kalymnian 
traditions (as limited and selective as it may be when compared to the experience of 
Kalymnian-Americans) does not adequately explain to my Kalymnian interlocutors why I 
should be so interested in this music, why I have spent so much time studying it, and how 
I have managed to learn it so convincingly. If I were Kalyrnnian, however, the answer 
would be obvious to them. Indeed, there would be no reason to even ask the question. 
I never consciously considered these issues while growing up, or indeed while 
taking my first steps towards learning to play the laouto, 1 tsambouna,2 and violin, 
memorizing narrative songs, or internalizing the metrical logic and sometimes surrealist 
1The laouto (pl. laouta), a long-necked steel string lute, is the primary accompaniment instrument for 
Kalymnian music (see Chapter 4). 
2The tsambolina (pl. tsamboirnes) is a droneless, double-chanter goatskin bagpipe associated with 
Kalymnian shepherd culture (see Chapter 4). 
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imagery ofKalymnian folk poetry. Tarpon Springs was the lone geographical constant in 
my childhood, the nest to which we always returned in between the constant coast-to-
coast moves demanded by my father's military career. To me, Kalymnian music and 
dancing feel and sound like home, arid have for as long as I can remember. When I 
became interested in learning to play music that spoke to my heritage, I naturally 
gravitated towards them. Other regional and popular Greek styles seemed somehow less 
"Greek" to me; bouzoukia3 and clarinets simply didn't-and don't-speak to me on the 
same deep level of comfort and belonging evoked by the sound of the tsambouna or the 
open strums of the Kalymnian laouto. 
As a young adult living and traveling through Greece, I apprenticed myself to 
elderly musicians in Kalymnos, spent years learning their songs and tunes, and immersed 
myself in the musical traditions of the island, all the while feeling that I was reclaiming 
something that should have belonged to me, but somehow, inexplicably, I had to struggle 
in order to claim. In retrospect, it seems to me that this passionate and single-minded 
dedication to a rare and idiosyncratic genre of music was in part a subconscious effort to 
compensate for my lack ofKalymnian heritage, a circumstance that resulted in my status 
as a perennial outsider in the only place that I felt I could call home. 
Over the last decade and a half I have played and sung at countless weddings, 
baptisms, social dances, and informal celebrations in private homes, restaurants, 
backyards, docks, and beaches in and around Tarpon Springs. I have been welcomed into 
3The bouzoUki (pl. bouzo{lkia) is a long-necked lute that, in its modern form, has become the urban Greek 
solo instrument par excellence. 
the lives of my Kalymnian friends; I have laughed and joked with them, sung old songs, 
drunk wine and homemade raki, rejoiced together in the mysteries of our shared faith, 
mourned the passing of beloved friends and relatives, and lovingly admired the first 
tentative dance steps ofKalymnian-American toddlers. I have become as much a part of 
Kalymnian social life in Tarpon, at least among the hard core of traditional music and 
dance enthusiasts, as one could be while living thousands of miles away and only 
returning periodically for concentrated bursts of frenetic musical and social activity. 
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In light of this complex outside-in relationship with Tarpon's Kalymnian 
community, I find it problematic to classify myself as a "native" researcher in the way 
discussed by Narayan (1993), Jacobs-Huey (2002), Ohnuki-Tierney (1984), and Motzafi-
Haller (1997), among others. Rather, Lila Abu-Lughod's notion of "halfie" anthropology 
applies with force and urgency to my particular circumstances. In my case, the 
boundaries between self and other are indeed unsettled, if not confused, sometimes 
alarmingly so; and I am very aware ofwhatAbu-Lughod terms the halfie 's "blocked 
ability to comfortably assume the self of anthropology" (1991: 140). It is impossible for 
me to simply observe, participate, take notes, analyze data, and assume a detached 
position from which to construct my narrative. In my case, this is impossible because my 
research activities are at the same time among the things I most love to do, imbued with 
almost sacred personal and collective meaning; impossible because my collaborators are 
my family, friends, people who I love deeply and to whom I am bound by a thousand 
tangled strands of shared history, obligations, responsibilities, and ideals; impossible 
because when I write about "it" and "them" I'm also writing about, and for, me and us. 
Like Abu-Lughod, I "travel uneasily between speaking 'for' and speaking 'from," ' 
(ibid .: l43) and am multiply accountable to multiple audiences . 
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My complex personal relationship with Tarpon's Kalymnian community has also 
made me very aware ofwhatAbu-Lughod calls the "dubiousness of maintaining that 
relationships between self and other are innocent of power" (ibid.: 142). As a non-
Kalymnian, I am inconsequential to nonexistent in many aspects ofKalymnian social life 
in Tarpon; for some members of the community, I matter, or even exist, only when my 
musical services are needed. I am, however, one of the few musicians available to them 
who is proficient enough in the nuances ofKalymnian music and poetry and knows 
enough repertoire to play for an entire evening of dancing. These skills afford me a 
degree of prestige as well as the power to control many aspects of my relationship with 
the community. 
My status as an "adopted Kalymnian," bequeathed and frequently invoked by my 
Kalymnian friends, is also charged with unequal power relations : from the Kalymnian 
perspective, being so included and accepted by the dominant faction is highly desirable 
and a great honor. But the fact that a non-Kalymnian can be metaphorically "adopted" 
implies that one can just as easily be disowned. Adopted or not, my lack ofKalymnian 
DNA offered distinct advantages while researching this project, for it also means a 
relative lack of social obligations: my small pool of blood relations in Tarpon gives me a 
freedom of movement and surplus of spare time when visiting that greatly facilitates, 
among other things, the process of fieldwork. I can come and go more or less as I please, 
and have the luxury of enjoying the best of both worlds : rich participation in the 
community's musical life, and the time and space to reflect on it. 
6 
As challenging as this project has been, it has also been immensely rewarding as 
both a scholarly endeavor and a personal journey. I have long wished to share some of 
my thoughts and feelings about Tarpon Springs in writing, and am grateful to all who 
made this study possible by so generously giving of their time and knowledge. I can only 
hope that they will see a reflection of themselves in this work, and that it might become a 
small part of the ongoing conversation in Tarpon Springs about the music and dance that 
mean so much to us . 
6soi den horevousi 
Einai pou zi!evousi! 
(You know you want to dance ... ) 
Panayotis League 
Brookline, May 20 12 
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A brief footnote : While writing this introduction, I learned that one of my mentors and 
beloved friends-tsambouna player and singer Yiannis Skyllas-had just passed away in 
Kalymnos. Barba-Yiannis, as he was affectionately known, was an inspiration to me and 
to many other young musicians and aficionados of Kalymnian music and folklore through 
his generosity, honesty, and impish sense of humor. He will be deeply missed . Atwvta 11 
~v~~ll- may his memory be eternal. 
CHAPTER 1 
METHODOLOGY 
8 
The fieldwork for this study was carried out from November 2011 to March 2012, 
mostly in and around Tarpon Springs, Florida. There were three primary methods of 
research: participant-observation as a musician, dancer, and audience member at musical 
events in Tarpon 's Kalymnian-American community; interviews with members of the 
community; and archival research, at the Tarpon Springs Heritage Museum and through 
the use of private collections made available to me by members of the community. The 
Institutional Review Board at Boston University approved this project, and IRB protocol 
was strictly followed throughout. In all interactions with human subjects I made clear my 
intentions, stated my goals, obtained permission to record, and received freely given 
consent. I encountered uniform enthusiasm and willingness to participate in the research 
project from community members, and much useful information was volunteered to me 
by friends, relatives, and acquaintances of people with whom I had previously spoken. 
With the exception of public figures who consented to have their real names used in this 
study, all subjects were given aliases in my transcriptions of interviews and field notes; 
audio recordings were stored on a secure hard drive, and erased after transcriptions were 
made. These transcriptions were also stored on a secure hard drive in a locked drawer in 
my office. 
I participated in music and dance events in Tarpon Springs as a musician, playing 
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violin, laouto, tsambouna, and singing for performances by the local dance groups 
Levendia and Tzivaeri; performing at dances organized by the Kalymnian Society, both at 
the Kalymnian House and at the two function halls associated with Saint Nicholas Greek 
Orthodox Cathedral; and at numerous informal gatherings and community celebrations at 
private homes, restaurants, and other settings . Because I am one of the few Tarponite 
musicians sufficiently well versed in Kalymnian instrumental music to satisfy the 
demands of the community's music and dance enthusiasts, I nearly always found myself 
in an active role during musical events, playing, singing, and helping steer the course of 
the gtendi (pl. glendia) or musical feast. This made for extremely rich, intimate 
observations of interpersonal dynamics, the interaction between dancers and musicians, 
and other aspects ofKalymnian-American musical and movement practice; it meant, 
however, that I was rarely able to simply observe musical goings-on from an 
inconspicuous position. The centrality of my participation in these events undoubtedly 
contributed substantially to my perspective and conclusions, and is one of the reasons, 
inspired by the work of Deborah Wong (2008), Jeff Todd Titan (1997), Timothy Rice 
(1994), and others, that I have chosen a largely phenomenologically based mode of 
analysis that privileges personal experience. 
During my research, I also participated in the musical life of Tarpon Springs as an 
instructor ofKalymnian and other Greek music, offering workshops on violin, laouto, 
and percussion to local music enthusiasts- mostly teenage or young adult Kalymnian-
American members of one of the local dance groups, but also other Greek-Americans and 
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non-Greek local residents-under the auspices of the City of Tarpon Springs' Greek Arts 
Initiative. I also had the opportunity to observe workshops, given by musicians visiting 
from Kalymnos, on violin and tsambouna, and participate in them as a student. These 
workshops, which have been organized at regular intervals for the last few years and have 
formed a core group of dedicated students, were a fruitful source of investigation into 
both the process of musical transmission as well as the development of a new context for 
Kalymnian music-making in Tarpon. 
My personal status in the community in both of these participant-observation 
contexts-performing and teaching-was relatively high, and doubtless colored my 
experiences. My trips to Tarpon Springs during my fieldwork were funded by the city 's 
Division of Historical Resources and the Kalymnian Society, and I was paid, along with 
my musical colleagues at these events, for both my performances and teaching. 
Kalymnians generally hold musicians in high esteem, and this is particularly evident in 
Tarpon Springs, where live traditional music is a rarity. I received numerous benefits 
from my musical activities during my research; my musical colleagues and I were 
consistently treated to free meals, coffee, and sweets at nearly every Kalymnian-owned 
business we entered, to an extent that surpassed the typical mode of hospitality so 
common in Greek communities, and we heard a constant stream of praise and expressions 
of gratitude for our musical contributions. My own personal status as a displaced 
Tarponite and "adopted Kalymnian," who has lived most of his life away from Tarpon 
and occasionally returns for emotional charged and musically dense reunions with the 
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community, undoubtedly contributed to this phenomenon as well . 
The majority of the interviews conducted for the study were informal in nature, 
occurring at community events before the music started, during breaks between activities, 
or at the end of a long evening of dancing; I would ask specific questions about aspects of 
the person's experience with Kalymnian music and dance, or information would be 
volunteered to me by people familiar with my research project. Occasionally I would run 
into someone on the street, at a cafe, at a party, or in another social context, and talk 
would turn to my research. Aside from these dozens of short, focused interviews, I 
conducted roughly twenty longer, pre-arranged sessions with particularly active members 
of Tarpon's music and dance community, especially members ofLevendia and Tzivaeri, 
the two traditional dance groups, as well as visiting and local musicians, local arts 
administrators, and enthusiasts ofKalymnian music and dance. Several of these longer, 
pre-arranged interviews were conducted over the phone from my home in Boston, with 
my collaborators speaking from Tarpon Springs, and a few were conducted in Boston 
with Kalymnian Tarponite students studying there at Hellenic College and Holy Cross 
Greek Orthodox School of Theology. As a bilingual Greek and English speaker familiar 
with Kalymnian dialect, I encountered no significant language barriers and was able to 
conform to the linguistic idiom with which my collaborators were most comfortable. 
In piecing together the historical context for this study, I consulted the City of 
Tarpon Springs ' archives, including the materials on display at the Tarpon Springs 
Heritage Museum's permanent interactive exhibit "The Greek Community of Tarpon 
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Springs," vintage photographic materials, and audio recordings ofKalymnian and other 
Greek musicians active in the city during the twentieth century. Many community 
members made their private libraries, photographic, audio, and video collections freely 
available to me, for which I am tremendously grateful. I also made use of several popular 
histories and academic works on Tarpon Springs and the Greek community written 
between 193 8 and 1980, a period of economic and cultural transition for the city and its 
Kalymnian-American inhabitants that directly preceded the revival of interest and activity 
in traditional music and dance that is the focus of this study and which was informed by 
the oral histories and interviews collected during fieldwork. 
A brief note on transliteration and spelling of Greek names and terms: I have 
decided to adopt a relatively phonetic transliteration system that strikes a balance 
between gracefulness and ease of pronunciation for the non-Greek reader on the one 
hand, and a degree of faithfulness to established conventions of transliteration that retain 
certain native Greek vowel and consonant distinctions on the other. Thus, TO'OJ..lnouva is 
rendered "tsambouna," KaAUJ..IVO<; is written "Kalymnos," yAi.vn becomes "gll:'mdi," and 
61lJ..l~TPil<; is transliterated as "Dimitris" rather than "Demetres" or "Dhemetres." 
Fallowing common practice in Tarpon Springs, the word "Kalymnian" is used throughout 
to mean both the noun KaAUJ..IVto<;/KaAUJ..IVlcl (a man/woman from Kalymnos) and the 
adjective KOAUIJVlKoc;, -11, -o (pertaining to KaJymnos). 
CHAPTER2 
ANALYTICAL MODELS 
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In this chapter, I introduce and outline the four primary models that form the 
analytical framework of this study. The first of these, a marriage of strategically situated 
and multi-integrative ethnography, informs the methodology of the project and helps 
position it in relation to the complexity of the subject site. The second invokes 
experimental ethnographic techniques in an attempt to accurately and compassionately 
represent the human subjects who are at the heart of this study, as well as engage the 
reader in a dialogue with the author, subjects, and the ethnography itself The third and 
fourth models concern the spatial and sonic registers of the complex sense of belonging 
characteristic of this particular diasporic community and its relationship with music and 
dance. These four approaches are the analytical cornerstones of this ethnography, and 
bear the weight of the chapters that follow. 
STRATEGICALLY SITUATED 
AND MULTI-INTEGRATIVE ETHNOGRAPHY 
My account of Kalymnian music and dance practices in Tarpon Springs, Florida is 
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informed by a methodological shift in anthropological and ethnographic writing over the 
last several decades, away from conventional single-site projects and towards studies that 
simultaneously take into consideration multiple sites as part of a world system. According 
to this paradigm, ideas, cultural meanings, and identities circulate in ways that 
problematize conventional notions of the "local" and the "global." This emergent ideal of 
multi-sited research, writes anthropologist George Marcus, 
is designed around chains, paths, threads, conjunctions, or juxtapositions of 
locations in which the ethnographer establishes some form of literal, physical 
presence, with an explicit, posited logic of association or connection among sites 
that in fact defines the argument of the ethnography (1995:105). 
Such a methodological and theoretical orientation is ideally suited to a study of a diaspora 
community such as the Kalymnian enclave of Tarpon Springs, where multiple 
geographical, cultural, linguistic, and artistic locations, points of reference, and 
orientations are imaginatively or physically present at any given time. 
Though the primary focus of this musical ethnography is on the single physical 
locale of Tarpon Springs, it is necessarily embedded within a multi-sited context. 
Kalymnos (or rather, a multiplicity of interpretations of what "Kalymnos" is and means) 
is forever present in the lives and minds of Kalymnian-Americans in Tarpon Springs. The 
system of Kalymnian values, social mores, traditions, and ideas about living in the world, 
brought to Tarpon by Kalymnian immigrants and reinforced through daily social 
relations, is one of several primary sources of reference that influence lifestyle choices 
and behavior in a wide range of contexts. Kalymnian music and dance traditions, central 
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to the social, emotional, and imaginative lives of a large portion of Tarpon Springs ' 
population, necessarily belong to and permeate this system of interconnected sites, which 
includes Tarpon Springs, the "real" island ofKaiymnos, and Klliymnos as imagined by 
Kalymnian Tarponites. Marcus terms this model of analysis "strategically sited 
ethnography," a type of study that "attempts to understand something broadly about the 
system in ethnographic terms as much as it does local subjects" (ibid. : 110-111 ). It is, 
Marcus asserts, local only circumstantially; though other, connected locales may not be 
within the immediate scope of the fieldwork carried out during the strategically sited 
ethnography, they are undeniably present, a constant reference point and contributing 
source of the "detectable system-awareness in the everyday consciousness and actions of 
subjects ' lives" (ibid .: 111). An awareness of these related sites, and how they are 
connected, permeates the strategically situated ethnography, and informs it with regard to 
both theory and method. 
This awareness, intimately tied to notions of subjectivity, necessarily leads us to a 
consideration of the imaginative, material, and social processes at work in the formation 
of personhood in a multi-sited context. As anthropologist Florence Weber points out, 
personal territory is at once material, subjective, and intersubjective. People assign places 
to themselves and based on their own knowledge and orientation, and are able to 
recognize the correspondence between persons, things, and spaces. She claims that " .. . 
(t)he appropriation of a place is something effected through the body and its extensions: it 
is an eminently material process, but one which, because it happens outside of official 
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frameworks, often remains implicit, even unconscious" (2001 :490). In Tarpon Springs, a 
common cultural space and way of experiencing the world is created and shared among 
Kalymnian-Americans through daily, physical activities that are rooted in a multi-sited, 
diasporic context. Ranging from religious practices to eating habits, these activities all 
involve an active engagement of the physical body and its interaction with other bodies, 
objects, and material space. Music and dance, heavy with emotional and physical 
pleasure, are among the activities most treasured by Kalymnian Tarponites. They are also 
the most readily identified by practitioners as both carrying the blueprints ofKalymnian 
being and evoking Kalymnos itself ("Dancing makes me feel a connection to my 
ancestors," "I feel like I'm in Kalymnos when I'm dancing," "Hearing that song 
transports me immediately to Kalymnos"). 
Analyzing personal histories as a succession of events over several overlapping 
social settings, Weber argues that: 
Ethnographic persons are outcomes, the evolving product of bundles of 
relationships with other persons, with appropriated things and familiar places ... a 
person can be regarded as the point of intersection between various settings of 
mutual acquaintance, and a personal trajectory as the succession of these points of 
intersection. The unity of the person ... becomes a sometimes unlikely conquest 
won over the diversity and consecution of fragmented and provisional social 
settings. One could thus interpret the difficulties that persons ' transplanted ' from 
setting to setting have in .. . expressing a strong "personality," and in shaping a 
coherent account of their "biography" (ibid. :489-490). 
In this model, the visceral, physical presence of the various people, places, and things that 
contribute to one's sense of self can be both a grounding, stabilizing force and a source of 
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confusion, an obstacle that stands in the way of a clear and unified sense of identity and 
self-knowledge. For many in Tarpon Springs, who feel precariously positioned between 
multiple and competing sites of origin and reference, the potentially disorienting presence 
of the imagined homeland of Kalymnos in their American lives is transformed into a 
powerful ally, source of nourishment, and crucible in which both personal and collective 
identity are forged . This is accomplished largely through active engagement with and 
embodiment ofKalymnian social codes, language, and especially folk arts such as music 
and dance, all clear manifestations of what ethnomusicologist Jeff Todd Titan calls 
"being-in-the-world" (1997: 94). 
ETHNOGRAPHIES OF THE PARTICULAR 
Michelle Kisliuk suggests that an important way the ethnographer can challenge 
the dichotomy between self and other is by focusing on personal experience in the field . 
For her, the true location of the field depends not on geography, "but on the self-
constructed identity of the ethnographer in a given social landscape" (1997:32), and the 
way to make sense of the experiences that are the bricks and mortar of that identity is to 
treat the entire ethnographic project as a three-tiered conversation: between the researcher 
and the people with whom he or she interacts in the field ; between the researcher and the 
material being studied (music, for example); and the finished ethnography itself, are-
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presentation or evocation of the first two tiers within a meta-conversation between the 
ethnographer, all readers, and the material and ideas explored in the ethnography. 
Kisliuk's tactics to privilege experience and especially the fleeting, aesthetic phenomena 
that are often at the heart of musical ethnography include various non-objectivistic 
writing strategies, including poetry, that may blur the boundaries between fiction and 
nonfiction. For her, this "does not mean that we are now writing 'fiction,' it means that 
the construct of 'nonfiction' has begun to crumble along with the objectivist model" 
(ibid .: 38). 
First-person narrative and other experimental writing techniques are an essential 
part of my personal approach to musical ethnography. This is both because I agree with 
Kisliuk's emphasis on the centrality of subjective experience, and because I believe, 
along with Lila Abu-Lughod, that what she terms "ethnographies of the particular"-
narrative stories about particular individuals in time and place-are a useful tool for 
subverting the process of "Othering" that is all too common in ethnographic writing 
(1991: 149). Creative and responsible use of narrative is an efficient and effective way to 
establish an immediate connection between the ethnographer, subjects, and audience, 
contribute to the process of de-Othering, and engage in a discourse of familiarity and 
tactical humanism (ibid .: 157-158) that emphasizes the common humanity of all 
participants in the ethnographic conversation. Of course, all representational writing 
necessarily involves the fictive construction of multiple Others; to combat this, I call 
upon an aspect of Deborah Wong's understanding ofperformative ethnography, an 
inherently reflexive means of narrative that, by means of " showing" rather than simply 
"telling," "moves between the subjectivities of the audience, the performer, and others" 
(2008 : 178-179). My sense of narrative is deeply informed by the inclusive political 
implications of this approach, which encourage the reader's active, experiential 
participation in a dialogue with the ethnographer and the ethnography itself 
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In the interest of responsibly and accurately representing the ideas of my 
collaborators, I have made a point of sharing with them the drafts of each chapter of this 
ethnography, and soliciting their opinions. Though I should make clear that I do not 
intend to write a multiply authored ethnography along the lines of, for example, Luke E . 
Lassiter's The Power of Kiowa Song (1998), it is ethically imperative to me that my 
collaborators be aware of how I am representing them. My understanding of their 
perspectives, as well as my own, has been deeply enriched by their comments . 
MUSICAL SPACES AND SUBJECTIVITIES 
Inspired in large part by the ideas laid out by Henri Lefebvre in his seminal work 
The Production of Space (1974), recent scholarship in sociology and critical 
anthropology in relation to music has seen an increased emphasis on interrogating the 
production of space and the role it plays in the daily lives and creative processes of 
musicians, dancers, and members of their communities. As Murray Forman notes, "The 
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convergence of scholarly interest around questions of space, culture, and geography is 
based on a belief that human interrelations are simultaneously constituted by and 
constitutive of the spaces in which they occur" (2002:2) . Focusing on the active and 
creative production of space and place as a cultural and political tool for equity and 
increased quality of daily life, hand in hand with an increasing awareness of the 
importance of geography to questions of identity and power relations, these critical 
explorations provide us with a wealth of theoretical frameworks. In this study I examine 
Kalymnian music making and dancing in Tarpon Springs from some of these various 
perspectives, hoping to shed some light on music's role in the meaningful production of 
space in this community, as well as the importance of signifying musical places in the 
formation of local and trans-national identities. 
The geographic and cultural frame of reference for most of the Greek music and 
dance practiced in Tarpon Springs is the Aegean island of Kalyrnnos, to which the 
majority of the town's Greek population traces its ancestry through the steady 
immigration of sponge divers to Florida over the course of the twentieth century. 
Kalymnian music, dance, and culture is so prevalent in Tarpon that even those whose 
families come from another island are often more familiar with Kalymnian traditions than 
their " own," and a great many of the town's inhabitants self-identify with Kalyrnnos 
through a lifetime of exposure to and participation in Kalymnian song and dance. Indeed, 
many of the self-described "Kalymnians" of Tarpon Springs have spent v ery little time in 
Kalymnos, and some have never visited it (or Greece) at all. Andy Bennett, discussing 
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the unifying power of reggae music, tells us that "part of music's role in facilitating ... a 
collective sense of identity and feeling of community among dispersed diasporic 
populations is achieved by spiritually transporting them to a common place-an 
imagined 'spiritual' homeland" (2004:4). In this sense, the music and dance traditions 
practiced in Tarpon Springs work to forge a common "spiritual homeland" that exists in 
the collective imagination and accessible to all through the musical practices of the 
community. Regardless of ancestry, everyone can potentially be a citizen of this imagined 
Kalymnos by singing its songs and following the steps of its dances, even if the extra-
musical social life of the town is often segregated along lines of regional affiliation.4 
The fixed geographical locale of Tarpon Springs is, in the words of anthropologist 
James Clifford, "multiply located"-less by a discrete place and more by interpersonal 
relationships, through which "a cultural world of individuals, places, memories, and 
practices is evoked" (1997: 189). The presence and prominence of this imaginatively rich 
and viscerally real cultural world is predicated upon an active process of what Clifford, 
inspired by Michel de Certeau's The Practice of Everyday Life (1984), calls "spatial 
practice," in which peoples' active movement around and through a given site, their 
occupation of it and working engagement with it, turns it "into a discrete social space, by 
embodied practices of interactive travel" (1997: 187). Kalymnian music and dance 
4Traditionally, the members of the diasporic commmlities of the various sponging islands represented in 
Tarpon Springs (Klliymnos, Halki, Symi, Aegina, and, to a lesser extent, Crete and several others) have 
concentrated their civic activity around regional social clubs, with the Kalymnian Society, Halki Society, 
Symi Society and others organizing their own dances, picnics, holiday parties, and other events; this 
practice both reflects and reinforces the tendency to socialize and many witllin one 's island group, though 
the Synli, Halki, and other societies have been steadily decreasing in size and influence over the last several 
decades willie the Kalymnian group remains strong and indeed donlinant. 
practices, as we will see, function in Tarpon Springs as a means of literal and 
metaphorical travel, taking their practitioners on journeys both through physical space 
and through emotional, imaginative memory, journeys that inform the constant 
production and reinterpretation of Kalymnian Tarpon Springs as well as imagined 
Kalymnos itself 
22 
How are the musical spaces of this imagined Kalymnos produced in Tarpon 
Springs? Where are these musical and dance traditions performed? In his poetic 
discussion of rap and hip-hop in Japan, Ian Condry explores the notion of genba, vibrant 
sites of creativity that, broadly speaking, "become a focus of people's energies and where 
something is produced" (2006:6) . In Condry 's case, these are the nightclubs, record 
stores, and other sites where Japanese hip-hop artists, fans, and industry members 
perform, socialize, network, and experiment; genba are thus places, nodes of collective 
social activity, where culture is performed. Condry further notes that these locales "can 
be developed from a kind of performative sociability that draws people into a universe of 
shared interests" (ibid. :65). In Tarpon Springs, there are multiple such sites, ranging from 
the annual Epiphany dances with musicians flown in from Kalymnos, weddings, 
baptisms, and dance performances, to informal and spontaneous musical events around a 
table at a restaurant, at a backyard barbeque, and even in the parking lot of the local 7-11 . 
The only necessities are a strong voice, a few pairs of dancing feet, and kefi-a willing 
energy to create and sustain a creative space, not unlike the Japanese concept of 
moriagaru that Condry cites as the goal in competitions between rival hip-hop groups 
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(ibid .:75). Kalymnian music is inherently social and inclusive. In Tarpon Springs, it 
functions as a performative beacon that brings together those who love it, perpetuate and 
strengthen it with every successive musical gathering. 
Of course, the traditional music and dance of Kalymnos-a rugged island of 
sponge divers and shepherds, fiercely independent people who trace their cultural roots to 
antiquity-carries within it a multitude of inseparable social codes and assumptions about 
space, time, and the world that have survived the transition from their insular origins to 
twenty-first century America. Andrew Leyshon et al. note that, "(d)esigned to fit 
particular formal and ceremonial spaces, music at once defines and reinforces the 
disposition of power within those spaces and the authority represented by that space" 
(1998 :8) . This is particularly true of the space of the Kalymnian glendi or musical feast, 
where gender roles are circumscribed (men play the musical instruments, demonstrate 
their agility and daring through acrobatic dance moves, and generally lead the line of 
dancers; women sing, provide the food, and are expected to dance in a graceful, 
economic manner), numerous social hierarchies dictate everything from requesting 
particular dances to who eats first, and time is navigated on a pre-industrial scale. Many 
of the most popular songs and dances can routinely last for up to half an hour or more, 
and the assumption is often that the musicians will play from sundown until dawn with 
occasional breaks for cigarettes, wine, and roasted meat. Leyshon observes that "(s)ound, 
like other senses, forms a part of environment's 'moral geography,' whereby certain 
forms of conduct belong and others do not" (ibid. :23). The place ofKalymnian music and 
dance in Tarpon Springs is one of social and cultural instruction, within which 
community members learn how to be Kalymnian, to become citizens of their "spiritual 
homeland," a process that often involves embodying tropes of social navigation and 
interpersonal relations that are firmly rooted in the era of one's great-grandparents. 
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The structure and content ofKalymnian music itself as performed in Tarpon 
Springs plays a significant role in these spatial constructions and consolidations of 
identity. Much like the rap and hip-hop cited by Forman, Kalymnian songs engage in the 
"extreme local," which consists of"intensely articulated emphases on space, place, and 
identity" (2002:xvii) . This "urgency of spatial discourse" manifests itself in two distinct 
ways in Kalyrnnian songs . First, the lyrics of the songs themselves frequently refer 
intimately to beloved places in Kalymnos-specific mountains, villages, islets, even 
people of the recent past. The experience of singing their names and their attributes, 
telling their stories, undoubtedly forges cognitive, imaginative bonds with the places 
themselves and brings them to life, conjures them into presence, and locates them in 
present space through an imaginative poetic cartography. Secondly, the inherently 
communal nature of Kalymnian song, which in its two basic forms involves either line by 
line call-and-response or, more rarely, unison singing throughout, gives the opportunity to 
everyone present at a musical event to participate by singing the entire text of any given 
song. Thus Kalymnos is always present in the musical spaces of Tarpon Springs, for 
everyone in those spaces. This is what cultural geographer Doreen Massey means when 
she asserts that "localities can in a sense be present in one another, both inside and 
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outside at the same time", and stresses "the construction of specificity through 
interrelations rather than through the imposition of boundaries and the counterposition of 
one identity against an other. " Indeed, "just as personal identities are argued to be 
multiple, shifting, possibly unbounded, so also .. . are the identities of space" (1994 :7). 
In this sense, the Greek-Americans of Tarpon Springs embody what Massey terms 
"a global sense of place," as the space in which they live, " as well as being internally 
multiple, is also a product of relations which spread out way beyond it" (2004 :6). Far 
from being a passive product, their specific place is imbued with a strong and active 
agency, as they constantly reinvent themselves and recreate their social and musical 
spaces, ever reinterpreting the codes handed down to them and "molding global forces 
(which arrive from outside) to (their) specific circumstances" (ibid.: 11). Inhabiting the 
borderlands between two worlds, living, as cultural geographers Neil Smith and Cindi 
Katz put it, in "permanent location at the edge" (1993 :78), they use music as a guide 
through the sometimes-treacherous terrain of twenty-first century American life, and their 
equally problematic island heritage. 
SOUND AND SELF 
An examination of the experience of sound can provide us with another analytical 
point of entry to an examination ofKalymnian Tarponites' complex sense of belonging. 
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In her article "The Pleasures of the Ear: Toward an Ethnography ofListening," Regina 
Bendix lays out her notion of the body and senses as instruments of cultural reception, 
vehicles for the inculcation, interpretation, and contestation of shared values and 
experience (2000:34). Linguistic and musical sound plays just such a role in the creative 
negotiation of complex senses of self among Kalymnian-Arnericans in Tarpon Springs. If, 
as Bendix claims, culture is an "eggshell" mediating between sound and the brain/body, 
simultaneously porous enough to allow nourishment to filter through and strong enough 
to afford protection against the sounded outside world (ibid . :40-41 ), then the transplanted 
sounds and physical embodiments of Kalymnian language, music, and social behavior in 
Tarpon Springs provide both a vital link to places of common origin and an opportunity 
for the construction of a local "hyphenated" identity. This hybrid identity is flexible 
enough to accommodate a wide range of individual degrees of resonance with the 
apparent prototypes-a resonance most often perceived and acted out through the 
physical body in physical space, through dancing, singing, speaking, gesturing, and 
interacting with others. 
Samuels et al. speak of "sonorous enculturated worlds inhabited by people" 
(2010:330)-sounded spaces in which people explore the fields of meaning, memory, and 
self-definition. Foremost among these spaces is perhaps the world created by the 
maddeningly imperfect, yet essential, experience of spoken language. Most members of 
Tarpon's Kalymnian-American community inhabit a chaotic multilingual world, where 
the official American English of school, media, and the State, colloquial Floridian 
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English, the Athenian Greek of parochial school and satellite radio and television 
broadcasts, the archaic Greek of religious ritual, and various gradations of dialectical 
Kalymnian Greek inhabit the same auditory space. The willful manipulation of this 
formidable arsenal of linguistic weaponry, strategically deployed according to the 
speaker's objectives in a given situation, enables the physical creation of a mobile sense 
of identity, a tapping of what Paul Carter terms the creative or erotic potential of 
misunderstanding and ambiguity in language (2004). This creative potential lies in the 
related acts of both speaking/sounding and listening/interpreting, which together 
contribute to embodied cultural meaning and practice. Kalymnian-Americans in Tarpon 
Springs employ this latent potential of linguistic sound to subvert the roles suggested to 
them by various Others (as a minority, as citizens of one or the other state) and to 
creatively negotiate their imaginative and physical relationships with the sources of their 
hybrid identity. The highly varying degrees of fluency in these multiple linguistic codes 
among the Greeks of Tarpon Springs only adds to their creative potential, especially in 
interaction with a group of Others who do not have any access to one or more of these 
codes (monolingual English or Greek speakers). 
A central feature of both language and music is the vital and dynamic role of the 
physical body in producing, interpreting, and transforming sound through speech, 
gesture, song, dance, and other activities. In his study of Koranic recitation, Charles 
Hirschkind discusses Marcel Jousse's ideas about mimetic rhythmic gestures as central to 
speech, memory, and meaning, resulting in the "revivifications of past states" (2006:77) 
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in which the body resonates with their message. This "mimetic reception" engages all the 
senses at once, what in the Islamic context of a moral physiology Hirschkind terms "a 
hearing with the heart" (ibid. :78) . Kalymnian-Arnericans in Tarpon Springs switch 
between codes of physical embodiment as they switch between analogous linguistic 
modes, matching their physical gestures, facial expressions, posture, and the way they 
occupy their physical space to the sounds they are producing and hearing from their 
interlocutors at any given time. The dramatic gesticulations, grimaces, and seemingly 
boundless (even, by American standards, invasive) personal space of the Greek speaker 
stand in stark contrast to the more reserved, distant, and composed behavior appropriate 
to the performance of American English, and there is an infinite spectrum of 
combinations of the two based on the individual and the circumstances. This unconscious 
embodiment of what Bendix calls "the most performed type of knowledge, not spoken of 
at all" (2000:41)-yet spoken and enacted- simultaneously connects the speaker to her 
ancestors, community role models, present company, and physical and spiritual places of 
orientation, and allows for a fluid shaping and re-shaping of identity. 
Interestingly, in the absence of live traditional music, Kalymnian-Arnericans in 
Tarpon Springs make ample use of recorded music for these same purposes, further 
evidence that the sounds ofKalymnian music themselves are imbued, through a complex 
5Edward T. Hall's conceptual system of "proxemics" suggests that the area (or "reaction bubble") within 
1.5 feet of an individual is an intimate, personal space that they consider psychologically theirs ; only one 's 
children, lovers, or close fanli.ly members are habitually welcome inside it. See Hall, Edward T. 1966. The 
Hidden Dimension . New York: Anchor Books. The culturally constmcted nature of this notion is 
immediately clear among Greeks, who touch each other with a freedom that can be disconcerting to typical 
American ideas of propriety. 
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process of association and lived embodiment, with a creative power for those whose ears 
and hearts can decode their message. Car rides with Kalymnian friends-even solitary 
trips to the post office, grocery store, or place of employment-are frequently narrated by 
an old homemade tape recorded from a table at someone's wedding or one of the CDs of 
traditional music recently produced in Kalymnos, accompanied by gestures, whistles, and 
exclamations of enthusiasm normally reserved for the dance floor but here performed 
with one hand (or none) on the steering wheel. Michael Bull posits that recorded music, 
consumed in a space at once private and public-such as the inside of a moving 
automobile or, through headphones, on a crowded train-allows the listener to "tame" the 
world, re-order and familiarize it, through a process of aestheticization that he calls 
"accompanied solitude" (2004: 108). The listener is never alone when accompanied by the 
sounds of a music that resonates with her internal world, and gives her the ability to 
interact with the outside world on her own terms from a position of power. This power 
radiates outward from embodied, internalized experience, a feeling of value and 
belonging, developed and reinforced by a lifetime of interactions with music and its 
associations with one's immediate environment of treasured people, places, and 
memories 6 Even recorded music can serve as the mediating eggshell of culture, the filter 
that selectively protects and exposes, when it is actively engaged by a listener who 
resonates with the personalized messages signified by its sound. 
This "deep listening" with heart, body, and soul (after Judith Becker's use of 
6For a detailed discussion of this "acoustemological" model, see Feld, Steven. 1982. Sound and Sentiment. 
Philadelphia: University of Pennsylvania Press. 
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Pauline Oliveros ' term) produces performance both linguistic and musical (Becker 2004). 
Through physical, embodied experiences triggered by heavily signifying sound, 
Kalymnian-Americans use the audible artifacts of their multiple heritages, both ethnic 
and civil, to enact a constant and fluid process of self-location along a wide spectrum of 
places and ideologies. Attitudes about inner life and the outside world are developed, 
reinforced, and reproduced through speech, gesture, and physical responses to musical 
sound, and contribute not only to a sense of self among a multiplicity of possible 
orientations, but also to a tangible feeling of community in what, four generations after 
the founding of Florida's Greek sponging colony, continues to be a strange land. 
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CHAPTER3 
HISTORICAL CONTEXT 
Located on the Gulf of Mexico roughly 13 miles north of Clearwater along old 
Florida Route 19, Tarpon Springs is nestled inside a network of saltwater bayous where 
the Anclote River meets the Gulf of Mexico. When the first large group of Greeks, 500 
men from the islands of Aegina, Hydra, and Spetses, arrived in Tarpon in 1905 to 
establish what was to become the most powerful sponge industry in the world (Frantzis 
1962: 54), 7 they quickly dominated the social, political, and economic life of the town, a 
dynamic that has continued to the present day. Remarkably different from the typical 
urban immigrant experience, this allowed the Greeks of Tarpon Springs to negotiate their 
relationship with American society from a position of relative power. The community's 
economic independence and strength, first through the multi-million dollar sponge 
industry and now principally through tourism, has enabled a constant stream of 
immigration from Kalymnos and other Greek islands by providing diverse and reliable 
sources of employment. This, in turn, has contributed greatly to the sense of cultural 
continuity and homogeneity that is apparent from one's first impression of the town. 
The very presence of a sizable Greek community in Tarpon Springs is the result of 
large-scale emigration primarily from the Dodecanese island of Kalymnos, a process that 
began shortly after the original group of divers came in 1905 to take advantage of the 
7Popular oral history claims that the initial group of spongers also included representatives from Kalymnos, 
though the historical record suggests that Kalynmian divers arrived shortly after. 
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Gulf of Mexico's rich sponge beds. Immigration to Tarpon peaked between the two world 
wars, and has continued, with periods of decline and resurgence tied to the sponge 
industry and other economic factors, to the present day (Bucuvalas 2011). During the 
early and decisive period ofKalymnian immigration to Tarpon, Kalymnos was occupied 
by fascist Italy.8 In Florida, however, the politically, culturally, and religiously repressive 
Italian regime, one bent on eradication of local Greek identity, was replaced by a tolerant, 
multiethnic American state whose free-market policies welcomed the economic potential 
ofKalymnian sponge divers and allowed them to flourish. From the outset, the Greek 
community was a numerical majority in this small town principally inhabited by poor 
fishermen and wealthy Northern convalescents, who numbered roughly 300 when the 
original group of 500 Greeks arrived. And despite initial clashes with rival white 
American fishermen, 9 the Kalymnians-whose large numbers, professional experience, 
and superior diving equipment made them the Greek community's de facto leaders-soon 
dominated Tarpon's social, political, and economic life (Frantzis 1962:55-58) . This social 
stability allowed Kalymnian customs, values, and ways of life to take root and flourish in 
Tarpon Springs in a way that seems unlikely in the ethnic enclaves of large cities. 
Kalymnian-Americans remain the numerical majority and dominant social and 
cultural force in Tarpon's Greek community. Public performance ofKalymnian markers 
8The Dodecanese Islands, for centuries belonging to the Ottoman Empire, passed from Ottoman to Italian 
jurisdiction before World War I and were not incorporated into the modem Greek state until 194 7. 
9The antagonism in Tarpon Springs between Greeks and the local white Americans, whose monopoly on 
sponging they threatened and quickly took over, has been dramatically portrayed in several films and 
novels, most notably Beneath the Tw elve Mile Reef, a 1953 underwater melodrama starring Robert Wagner 
that was filmed primarily in Tarpon and featured many Kalymnian-American residents as extras. 
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of identity, such as music and dance, has thus become synonymous with assertion of 
Tarponite identity, and this has affected both the internal dynamics of the community as 
well as its relationship with the mainstream of Greek America. Many non-Kalymnian 
Tarponites have found that participation in Kalymnian music and dance practices is an 
ideal way to transcend their minority status as ksenoi ("foreigners") and be accepted as 
"adopted Kalymnians" (see Chapter 6). The public performance ofKalymnian music and 
dance, particularly by the community's Greek dance group Levendia, has also earned 
Tarpon a reputation throughout the Greek-American community as a site of authentic 
preservation ofKalymnian traditions (Chapter 7), and made the town a focal point of 
dialogue among members of the Kalymnian diaspora (Chapters 8). 
Despite the indubitable historical presence in Tarpon Springs of the Kalymnian 
(and indeed other Dodecanese and insular Greek) music and dance traditions brought by 
the initial wave of immigrants-abundantly testified by photos, audio recordings made by 
Alan Lomax and other researchers, 10 and the memories of elderly Tarponites-second-
generation Greek-Americans in Tarpon had, by the eve of World War II, largely 
assimilated in terms of their musical tastes and preferences in social dancing. Writing in 
1938, visiting anthropologist Gordon Williams Lovejoy reported that traditional dances 
"have fallen into such neglect that for one to be danced is almost 'news ' for the local 
10 A large number of audio recordings were made in Tarpon Springs as part of the New Deal Works Project 
Administration (WPA) agency in 1939 and 1940; the 77 examples available in the Florida Folklife section 
of the Library of Congress 's American Jv!emory project website cover an astonishing variety of Kalymnian 
and other Greek traditions, including lullabies, patriotic songs, historical ballads, and Kalymnian dance 
music featuring Louis Per6nis on violin, Gi6rgos Kaletizis on laouto, Harilaos Perris on santoitri (hammer 
dulcimer), and George Kafezis on mandola. See http://memory.loc.gov/cgi-binlquery/d? 
flwpabib :O :./temp/~ammem_JPG6: 
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papers" (1938:73) and relates a humorous incident in which young Greek-Americans, 
anxious to resume their "modern ballroom tactics," sabotaged the visiting Greek 
Orthodox Archbishop 's request for traditional dances at a social (ibid. :74). He has similar 
things to say about Greek music: "Occasionally one hears coming from a coffee house 
the wailing monotones of the Turkish music which the Greeks adopted as their own. 
Sometimes the notes of a lyre are heard issuing from some home but such is the 
exception rather than the rule" (ibid.). Though Lovejoy's comments betray his obvious 
unfamiliarity with and distaste for traditional Greek music, and his status as a foreigner 
with no Greek language skills would have precluded much participation in the 
community of first-generation Kalymnian Tarponites, his observations that traditional 
Greek music in Tarpon was already in decline by the late 1930s cannot be ignored. 
Indeed, historical documents and the recollections of many longtime Tarpon 
residents suggest that from roughly the Second World War until the 1980s, Kalymnian 
musical practices, while always present, were largely confined to private homes, informal 
family celebrations, and rituals connected to major life events and the ecclesiastical 
calendar. Kalymnian immigrants played, sang, and danced in their kitchens after a long 
day at work, or at family picnics and barbeques in parks and backyards; kalanda or 
traditional carols mingled with the hymns of the Orthodox Church at Christmas, New 
Year 's, Epiphany, and other major feast days, and elderly Kalymnian women punctuated 
the Holy Thursday vigil with moirol6gia or folk lamentations for the crucified Christ. 11 
11The Kalymnian traditionofHoly Thursday lamentations continues to this day in Tarpon; women remain 
in church after the completion of the service and stay late into the night, praying and singing traditional 
lan1ents from the perspective of the Virgin Mary, the bereaved mother of Christ. In a community where 
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As the decades progressed, Kalymnian music performed on traditional instruments-
violin, laouto, tsambouna, and santouri 12-receded further into the background and the 
private sphere, and was replaced at public events by American popular music and the 
electrified, commercial Greek music popular in nightclubs across the urban Greek 
diaspora. 13 
Even as the community's tastes continued to evolve along with the rest of Greek 
America, a core group of talented and devoted singers, dancers, and instrumentalists-
particularly tsambouna player Nikitas Tsimouris, his sister Sevasti, 14 and their extended 
family-ensured the vivid presence ofKalymnian traditions in Tarpon through the 1970s. 
The wit, generosity, and charismatic music of these honest, hardworking people, many of 
whom had grown up herding goats in the Kalymnian mountains or diving naked for 
sponges off the coast of Libya, made a lasting impression on the young Tarponites who 
were fortunate enough to encounter them. Though the community has never produced 
many American-born performers of traditional Kalymnian instruments-most musically 
inclined youth have generally opted for the more popular bouzouki, guitar, keyboards, or 
drums- music for Kalymnian dancing remained in high demand regardless of the 
many women have lost sons, husbands, brothers, or fathers to the dangers of sponge diving, this ritual has 
powerful and poignant significance. See Caraveli-Chaves, Anna. 1980. "Bridge Between Worlds : The 
Greek Women's Lament as Commmricative Event." Journal of American Folklore 93 : 129-57. 
12The santollii, perhaps reflecting or foretelling its eventual demise in K:ilymnos, seems to have 
disappeared entirely from Tarpon Springs by the end of World War II. 
13By "commercial Greek music" I am here referring to both the indigenous pop and rock music produced 
by the Greek music industry according to American and Western European models, as well as the 
bouzoUki-driven genre known as laika ("popular music") that is rooted in traditional urban and rural Greek 
music but whose aesthetic is governed by trends imported to Greece from the West in the post-World War II 
era. 
14 Sevasti Tsimoirri, now living in Miami, is renowned in Kalymnos as one of the finest voices of her 
generation, and home made recordings of her singing-especially in her youth, before she immigrated to 
the United States-are prized by enthusiasts of Kalymnian music. 
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context. Local Greek orchestras modified their repertoire accordingly, including 
Kalymnian dances such as the issos and soitsta in their performances, with the melody 
played by bouzouki and keyboards as well as the occasional violin. 15 
Though the majority of music and dance events today in Tarpon's Greek 
community do not feature traditional Kalymnian music, the last several decades have 
seen a dramatic increase in the number of young Kalymnian-Americans choosing to hire 
violin, laouto, and tsambouna players for engagements, weddings, and baptisms-often at 
great expense, since they must nearly always be brought from outside the community, 
typically from Greece. The same musicians are routinely brought to Tarpon for music and 
dance events as a part of major community celebrations, such as New Year 's, Epiphany, 
and Easter, where they perform rural Kalymnian music for nights on end to hundreds of 
enthusiastic dancers ranging in age from schoolchildren to retirees, as well as teach 
workshops on violin, laouto, and tsambouna to local youth. There are two Greek dance 
troupes in Tarpon Springs focusing primarily (at times exclusively) on teaching and 
performing Kalymnian dances, and their passionate and authoritative command of the 
characteristic Kalymnian style has won them renown not only throughout the Greek 
diaspora but in Greece itself Teenagers and young adults listen to recordings of 
Kalymnian violin and tsambouna in their cars on the way to school and work, and 
absentmindedly hum tunes that likely accompanied their great-grandparents ' first 
adolescent adventures in courtship. 
15This trend has continued to the present day; "Zorba's" nightclub in Tarpon Springs has, for the last several 
decades, featured a house band consisting of bouzoUki, keyboards, drums, and a violinist, usually from one 
of the Dodecanese islands and competent in local dance music idioms. 
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If we are to believe Lovejoy's somewhat bleak assessment of traditional music 
and dancing in Tarpon Springs on the eve of World War II, how do we explain the current 
state ofKalymnian arts in the town, more than a century after the community was 
founded? The answer lies partly in a revival sparked by the efforts of local dance and 
music enthusiasts starting in the early 1980s, made possible by the vital and unceasing 
connection between Tarpon Springs and Kalymnos through immigration and, just as 
significantly, seasonal migration and cultural tourism, particularly in the second half of 
the twentieth century. Facilitated by the increased ease and decreased cost of transatlantic 
travel, this constant flow of people in search of economic opportunities (in the sponging 
industry and, later, bridge painting and the tourist trade) and social and spiritual 
nourishment has enabled the Kalymnian community in Tarpon Springs to stay in touch 
with the cultural imperatives of the homeland while simultaneously forging its own 
distinctly American path. 
Tarpon Springs and Kalymnos seem, in many ways, to be inextricably bound 
together, two sides of a coin at once rusted and ancient, glittering and modem. This sense 
is acknowledged officially through the two municipalities' status as Sister Cities, 16 and 
unofficially in a myriad of expressions, including a popular t-shirt proclaiming Kalymnos 
as "K-Town, Greece" and Tarpon as "K-Town, USA." These two striking examples call 
to mind Benedict Anderson's discussion of the relationship between colonial settlements 
and existing cities in the homeland. "What is startling," writes Anderson, "is that 'new' 
16Tarpon Springs also has a Sister City relationship with the Dodecanese islands of Halki and Syrni, the 
ancestral homes of a sizable minority of Greek Tarponites who also made significant contributions to the 
sponging industry, as well as with Cyprus. 
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and 'old ' are understood synchronically, co-existing within homogenous, empty time ... 
London is there alongside New London ... an idiom of sibling competition rather than 
inheritance" ( 1991: 187). Anderson posits that this synchronic innovation of the colonial 
imagination is only possible when large groups of people are "in a position to think of 
themselves as living lives parallel to those of other substantial groups of people ... 
proceeding along the same trajectory," and requires that "the distance between the 
parallel groups be large, and that the newer of them be substantial in size and 
permanently settled, as well as firmly subordinated to the older" (ibid.: 188). 
Tarpon Springs-"K-Town, USA"-has always existed in a synchronic, 
symbiotic relationship with Kalymnos, with a steady flow of people, ideas, cultural 
artifacts-including, significantly, music and dance repertoire-and material goods 
between them. Kalymnian homes and churches were built with money earned in the Gulf 
Coast sponge trade; families were sustained through the hunger of the Greek Civil War 
(1946-1949) by assistance from Tarpon; and Kalymnos has provided Tarpon Springs with 
not only the spongers, sailors, captains, and merchants who brought the city wealth and 
fame in the first half of the twentieth century, but also with the "exotic" cultural heritage 
that has allowed it to successfully transition since the decline of the sponge industry to a 
tourist economy capable of competing with neighboring attractions along Florida's Gulf 
Coast. Sponges fished in Gulf waters are packed and shipped to Kalymnos, where they 
are sold to European tourists as "Kalymnian" sponges, 17 and the Greekness of Tarpon 
170ne of my collaborators, who has relatives in Tarpon and Killymnos who both run curio shops, swears 
half-jokingly that at the end of each season they swap their unsold merchandise. 
39 
Springs is heavily promoted by both the local Chamber of Commerce and the Sponge 
Docks Business Association, whose motto is "Visit Our Greece" (Tarpon Springs Sponge 
Docks Business Association 2011) . Though the scales of financial power and influence 
certainly tip in favor of the American cousins, the Kalymnian community in Tarpon 
Springs is nonetheless, in Anderson's words, "firmly subordinated" to Kalymnos in terms 
of its cultural reference point, religious sensibilities, and music and dance practices . 
The sponge trade has traditionally been the economic lifeblood ofKalymnos, with 
the majority of the male population making the dangerous eight-month journey to the rich 
sponge beds off the Libyan coast every year. This was also the case in Tarpon Springs 
until successive blights from 1947-1954 destroyed the Gulf sponge beds and the 
invention of the synthetic sponge rendered large-scale sponging obsolete (Buxbaum 
1980:58-65), though trips to the Gulf were always shorter and more frequent, varying 
according to working conditions and other factors (ibid. :93). These journeys, from which 
many husbands, sons, and fathers never returned, or returned crippled by decompression 
sickness, shark attacks, or other horrors, were marked by tremendous outpourings of 
emotion and frenetic musical activity. These massive collective celebrations traditionally 
took place at Easter on the eve of the fleet's departure as well as upon their return and 
during their time in port, when the free-spending spongers sang, danced, and drank away 
their wages-often condemning their families to live in privation during their next 
journey. Lovejoy, again writing in 1938, describes such a scene in Tarpon: 
When the sponge fleet is in, the coffee houses are busy indeed caring for the 
desires of the spongers. Then it is that a visitor to Tarpon Springs is most likely to 
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hear the violin, guitar, and zither18 blended in the weird monotones of Turkish 
music; to see sailors dancing the slow, chorus-like dances of Greece; or to witness 
violent political discussions going on beneath the portrait ofVenizelos, political 
patron saint of the community.19 And all the while the cups of coffee and the 
glasses of liquers (sic) come and go, and thin columns of smoke spiral upwards 
from the placidly bubbling "hookahs" (1938: 124). 
This scene of revelry, opulence, and conspicuous consumption could easily have 
taken place in Pothia, the capitol ofKalymnos, or any Aegean port of call, and modern 
variations on the theme are played out at every festive Kalymnian gathering in Tarpon 
Springs. Soft drinks, beer, wine, and ouzo have generally replaced the liqueurs, and 
hookahs have been succeeded by cigarettes and the occasional cigar; but politics-
immigration law, the upcoming presidential election, the global economic crisis-are still 
vociferously debated by young and old, the click ofworry beads and expansive 
gesticulations punctuating voices raised in argument, protest, and hilarity. And the 
1 ~ovejoy was not himself a musician, nor particularly well-acquainted with Greek culture in general. 
Especially in light of the WP A recordings made in Tarpon during the period he was conducting his 
fieldwork, Lovejoy is apparently describing here the traditional Dodecanese ziyia or musical ensemble of 
violin, laouto (a steel-string lute he presumably mistakes for a guitar, though it is possible that a guitar 
might have been played in the absence of the less readily available laouto ), and santo Uri (a type of dulcimer 
or zither plucked with small hammers). Today the santouri has all but disappeared from Kilymnos, and is 
not a feature of Kalymnian ensembles active in Tarpon Springs. 
19Eleftherios Venizelos, the Cretan-born politician and revolutionary who served several terms as Prime 
Minister in the early twentieth century, is a towering behemoth in Greek political history, and was a 
polarizing figure in his time. Greek-American folklore is rich with anecdotes about inunigrant communities 
splintering in two based on political allegiances to either Venizelos or the king, with the competing factions 
maintaining separate cafes, businesses, and even churches, and much blood was shed in Greece over the 
ideological divide. Tarpon Springs was no exception-my grandmother remembers that her father refused 
to set foot in the kafenefo or coffee house belonging to the royalist faction- but most Greek Tarponites, 
islanders supporting political union of all Greek-speaking lands, were staunch Venizelists. My great-
grandfatller Dimosthenis Alissandratos was instrumental in bringing Venizelos (0 Ethnarchis, "The 
Etlmarch" or leader of t11e nation) to Tarpon Springs on his January 1922 visit to America, and proudly 
brought him home to sample Kyra-Asimoula's cooking. Family lore asserts that, since there were ten other 
guests , my great-grandmother refused to sit at the table, as her presence would have made thirteen place 
settings and potentially caused bad luck to befall tl1e Ethnarch, altering the course of history and dooming 
the Greek nation to meet its fate without Venizelos ' shrewd guidance. 
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children, grandchildren, and great-grandchildren of sponge divers still dance, arms on 
each others' shoulders, or joined by held hands or a handkerchief (replaced, in a pinch, by 
a twisted paper napkin), to the weird and wild tones ofKalymnian violin, laouto, and 
tsambouna. 
CHAPTER4 
KALYMNIAN MUSIC 
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The music that lies at the heart of this study is the traditional vocal and 
instrumental idiom popularly known as Ka(ymnika-"Kalymnian (music and songs)." 
Brought on the transatlantic j oumey to Tarpon Springs by generations of immigrants as 
an integral part of their cultural and spiritual luggage, Kalymnian music belongs to the 
broader regional style of the Dodecanese Islands. Located in the eastern Aegean closer to 
Turkey than the Greek mainland, and comprised of the islands ofR6dos (Rhodes), 
Karpathos, Kos, Kalymnos, Astypalaia, Kasos, Tilos, Symi, Leros, Nisyros, Patmos, 
Halki, Kastell6rizo, Lipsi, and various smaller islets, the Dodecanese share among 
themselves a great deal of musical repertoire, dance forms, poetic conventions, and 
instrumentation. Indeed, the majority ofKalymnian songs and instrumental melodies 
exist in recognizable variants on other islands of the Dodecanese, more distant Greek 
territories, and even various Turkish and Balkan repertories. 
This is hardly surprising, considering the geography and social and political 
history ofKalymnos. The island's location just a few miles from the Asia Minor coast, its 
relatively large population Gust over 20,000 today), and its burgeoning sponge industry 
ensured frequent contact and strong economic ties with Greek communities throughout 
the Aegean, including the wealthy and cosmopolitan towns of Bodrum and Marmaris in 
Turkey, as well as, further afield, Smyrna and Constantinople/Istanbul. Kalymnian 
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merchants established business networks throughout mainland Greece, the Balkans, 
Western Europe, and Russia, and prominent Kalymnian families, like their coreligionists 
throughout the Greek world, sent their sons to be educated in Constantinople, Paris, 
Venice, and other European centers of learning. Centuries of Ottoman rule and decades 
under the twentieth-century Italian regime, while in many respects onerous, deeply 
resented, and frequently contested, resulted both in the adaptation of tastes, fashions, and 
cultural elements from the ruling powers as well as relative freedom of communication 
with and travel between the other Dodecanese islands. 
All of these diverse influences are evident in the breadth and variety of music and 
dances grouped together under the term Kalymnika . Popular makam20-based melodies 
from the urban centers of Asia Minor are heard side by side with Byzantine ballads, 
kleftika or narrative revolutionary songs from mainland Greece, native Kalymnian 
bagpipe tunes, and pieces common to the Dodecanese and wider Aegean island 
repertories21 In fact, many of the most beloved songs and dances in the Kalymnian canon 
not only owe their provenance to other regions of Greece, the Eastern Aegean, or the 
20Makam is a tenn used in Turkish, Arabic, and Greek for the modal system common throughout the Near 
and Middle East. Though somewhat analogous to scales, the makam system places emphasis on the 
melodic behavior of particular modes, makes ample use of what are commonly referred to in the West as 
"microtones," and privileges the interaction of melodies with rhythmic cycles rather than tonal or harmonic 
development. For three different but complimentary discussions of this system in Greek folk music, see 
Baud-Bovy, Samuel. 1984 (1996). Dokimio gia to E/linik6 Dimotik6 TragoUdi. Nafplion: Peloponnisiak6 
Laograflk6 Idrima; Hatzitheodh6rou, Ge6rgios. 1989. Ti-agoudia kai Skopoi stin Ka/ymno. Kcilymnos: 
Anagnostirion Kalynmou "Ai Mousai;" and Tsiamoulis, Christos and Erevnidis, Pavlos. 1998. Romioi 
Sinthetes tis Polis . Athens: Domos. 
21Previous generations ofKalymnianmusicians, reflecting postwar tastes through exposure to radio, film, 
and other sources of European culture, also played a large number of waltzes, tangos, polkas, and marches 
on traditional instruments and adapted them to the indigenous playing style-a common phenomenon 
across the Greek islands and mainland. At least one of these, a quick 3/4 march known as "To Martsili tou 
Gamou" ("The Wedding March"), has remained central to the canon, and as the name implies functions as 
musical accompaniment for the bride 's walk to the church. 
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Balkans; they are also commonly referred to by names that betray these origins or 
associations. The Thimari6tikos, referring to a popular men's dance notable for its 
changes in direction, is a corruption of Himari6tikos, "the dance of Himara," a region in 
present-day Albania with a large ethnic Greek minority. Other common Kalymnian songs 
and dances are known as K6tikos ("from the island ofKos"), Harkitikos ("from the island 
of Halki"), Kass6tikos ("from the island of Kasos"), Amorgian6s ("from the island of 
Amorg6s"), Parian6s ("from the island of Paros"), Sami6tikos ("from the island of 
Samos"), Symiaki sousta ("sousta dance from the island of Symi"), K6tiki sousta ("sousta 
dance from the island ofKos"), Politikos syrt6s ("syrt6s dance from Constantinople"), 
Kritik6s ("from Crete"), Tourkiko zeibekiko ("Turkish zeybek dance"), and even Arapikos 
("Mrican dance"). This phenomenon is by no means unique to Ka.Iymnos; tellingly, the 
issos, undoubtedly the most iconic Kalymnian dance and the obligatory beginning to 
every musical celebration, is known throughout the Dodecanese (including on Ka.Iymnos) 
as Kalymnikos ("the Kalymnian dance"), 22 and one of the most popular pan-Hellenic line 
dances bears the name (Hasapo)servikos ("the Serbian [butcher 's] dance"). 
Of course, what is significant about this plethora of "foreign" associations 
accompanying popular songs and dances is not that they are or may be originally from 
somewhere else; this is an inevitable and even obvious reality in a region as densely and 
diversely populated as the Eastern Mediterranean, and among a population as widely-
traveled as the Kalymnian sponge divers . The important point is that they are willingly 
22There are also several sousta melodies known in Katynmos as Kalymniki sousta ("Kalymnian sousta"), 
perhaps in contrast to other sousta melodies brought from neighboring islands. 
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embraced by Kalymnians as their own, and have been made thoroughly Kalymnian over 
generations by means of their enduring popularity, associations with particular rituals, 
people, or events, and transformation into signifiers ofKalymnian identity. As Kalymnian 
tsambouna player Nikitas Tsimouris told folklorist Anna Lomax Wood: 
In those years, in the days of my father, when they came back from the sponge 
fisheries in September bringing in the sponges, they would bring a song-one 
each year. All the songs that they sing in these islands around, we sing better in 
Kalymnos, because the Kalymnians knew how to party .. . and they especially 
liked to dance. In Kos, for example, they did not. The Kates sang these songs 
differently ... These are simple songs, not made by educated people. But they are 
better, because all that you have inside you, you put into song .. . You must know 
all the songs, and keep them in your mind. That is the way I am ... (Wood 
2001: 146). 
This transformation into distinctly and meaningfully Kalymnian music is as much a 
matter of stylistic considerations, instantly recognizable to both the ear and eye of the 
initiated, as it is of social context. 
Broadly speaking, there are two streams of traditional music in Kalymnos, 
distinguishable in terms of instrumentation and repertoire: the town and village folk 
music played on violin and laouto,Z3 which tended to be more receptive to outside 
influences because of the violin's versatility and strong presence in other styles of urban 
and rural Greek music; and the solo tsambouna music of the mountainous countryside, 
traditionally associated with shepherds and rural life. In reality, there is a fair amount of 
crossover between the two streams in terms of repertoire, most often from the tsambouna 
23There is documentary and anecdotal evidence that the politiki lyra or lyraki, an upright, three-string 
fiddle, was popular in Ka.J.ymnos until the beginning of the twentieth century when it was replaced by the 
violin; and the santoU.ri or hammer dulcimer was also present, though not widespread, until the 1970s. See 
Houllis, 2009 and Hatzitheodh6rou, 1989. 
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to the violin/ 4 and while the tsambouna was indeed a near ubiquitous instrument of 
Kalymnos' shepherd folk, it was by no means confined to use in the countryside or at 
Ap6kries or Carnival time, as in other islands. Indeed, the tsambouna enjoyed tremendous 
popularity in Kalymnian society until the last few decades, crossing class, educational, 
and occupational lines, and was particularly beloved by the sponge divers, who never 
failed to take it with them on their journeys off the coasts of Crete and North Mrica 
(Houllis 2009). The tsambouna remains a symbol of "authentic" Kalymnian identity 
throughout the Kalymnian diaspora, and in Tarpon Springs is intimately tied to memories 
and imaginings of both the agrarian and nautical heritage of the island. 
As discussed above, much of the Kalymnian repertoire originates or also exists 
elsewhere; yet the "Kalymnian sound" is so distinctive that a musician, dancer, or listener 
familiar with it would rarely mistake it for anything else. This is due primarily to matters 
of instrumental and vocal style, aesthetics, and form. Below I will address some general 
dimensions particular to the three primary Kalymnian instruments and to the typical 
Kalymnian vocal style. Beyond stylistic considerations, it is interesting to note that in 
most cases of melodies shared with other Greek, Turkish, or Balkan repertoires, the 
Kalymnian version differs in some fundamental way in terms of structure. Often the 
Kalymnian version of a song common to other islands will be performed at a much 
24The limited range of the tsambouna precludes it from playing much of the violin's repertoire, while the 
violin can in theory play anything perfom1ed on the tsambouna. On Klliymnos and other islands where the 
violin and tsambouna have coexisted, violinists have even developed a style of mimicking the tsambolina's 
distinctive sound by retuning their strings or playing a drone in slightly out-of-tune unison with the 
fundamental pitch of the melody. In Klliymnos, this technique is most often employed by violinists while 
playing for the sousta dance, a hallmark of the tsambouna's repertoire. 
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slower tempo, with irregular shifts in meter;25 sometimes the Kalymnian version will 
have an added or missing section or phrase/ 6 or in some cases be missing a beat in one 
particular spot?7 Awareness of these peculiarities and the ability to adequately perform 
them is considered an essential attribute of an "authentically Kalymnian" musician or 
singer, a group that seems to be growing ever smaller in the face of pan-Hellenic musical 
standardization. Musicians from Kalymnos visiting Tarpon Springs are frequently 
surprised to hear young Kalymnian-Americans sing the old songs with exactly these 
inflections; as one violinist told me after hearing a teenage girl perform an iconic ballad, 
"Most young people in Kalymnos don't even know to sing it like that." 
It is important here to note a distinction in Kalymnian music between melodies 
that follow "periodic logic" and melodies employing the formal technique of parataxis. 
Periodic logic refers to melodies that are repeated, with variations, from the beginning to 
the end of a given piece of music; this is generally the case with songs, which tend to 
follow a set structure (AABB or AABBCC, for example). Kalymnian vocal music, as 
well as instrumental music based on vocal forms, falls into this category. In contrast, 
parataxis (from the Greek verb paratasso, "to place side by side") employs self-sufficient 
25Such as Varka mou Bogiatismeni ("My painted boat"), a seven-beat kalamatian6s dance tune in the rest of 
the Aegean that in Klliynmos becomes a slow, mournful song associated with the departure of the sponging 
fleet. The Kalymnian version displays an extremely complicated metric scheme: the first section has three 
measures of 7/4 followed by a measure of 5/4, and the second section has a measure of 4/4, a measure of 
6/4, a measure of 4/4, and a measure of 5/4. 
26M era Merose ("Day Has Dawned"), a narrative song with roots in the genre of akritika or Byzantine 
border ballads, is common throughout the Greek-speaking world; the Kalymnian version adds a melodic 
flourish to the antepenultimate phrase that lengthens the section by one beat and completely changes the 
song's character. 
27Such as the karsilamas (a 9/8 face-to-face partner dance) Evraiopollla ("Jewish Girl"), whose 
instrumental section as played in Klliynmos drops a pulse and, consequently, a dance step. 
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melodic units or music segments that can be creatively combined by the musician 
according to convention, personal taste, and the needs of the situation to create a unique 
performance. Greek ethnomusicologist Haris Sarris et al. describe the technique of 
parataxis as follows : 
In other words, music segments are the ' structural units' of the repertoire 
following the technique of parataxis. They are complete but not autonomous; they 
make sense as the units of sequence, which in turn create a form . A form can be 
composed of segments repeated and placed one after the other according to a 
traditionally established series, as well as according to the musician's fancy. A 
sequence is neither strictly determined, nor absolutely free . Each time the music is 
played, it is recreated in a new form (2008). 
Paratactic melodic development is an essential feature of instrumental Kalymnian 
music, particularly the music that accompanies the two dances considered most 
representative of Kalymnian identity, the issos and sousta. Parataxis is a hallmark of the 
tsambouna, whose limited melodic range makes creative structural, rhythmic, and 
ornamental embellishment a necessity for artistic expression and for holding the interest 
of both the audience and performer. Kalymnian violinists also employ this same 
technique of parataxis, with somewhat less sequential variation, when providing music 
for these two dances . 
THE KALYMNIAN VIOLIN 
The violin played in Kalymnos is the standard European instrument with four strings. 
Kalymnian violinists generally use the ala Tourka ("Turkish style") tuning common in 
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the Dodecanese and Asia Minor, lowering the violin's E string to D. The E-A-D-G or ala 
Franga ("European style") tuning is generally reserved for certain pieces expressly 
considered "foreign," such as the lkari6tikos ("dance from the island oflkaria") and 
several tunes ostensibly of Serbian or other Balkan origin. The dominant Kalymnian 
violin style is characterized by aggressive bowing, frequent double-stops and slides 
facilitated by the ala Tourka tuning, and a peculiar form of ornamentation, seemingly 
unique to Kalymnos, that involves a combination of a slide, grace note, trill, and wide 
vibrato. Most notable, perhaps, is the Kalymnian violin's tendency to push and pull with 
choppy, rapid bow-strokes against the basic pulse provided by the laouto 's rhythmic 
accompaniment, a feature described by Kalymnian violinists as nevra, "nerves" or 
nevrik6 paiksimo, "nervous playing." 
This aesthetic and technical development, widely attributed to the legendary 
violinist Mikes Tsounias or "Ennima," is frequently cited as the feature ofKalymnian 
violin playing that both differentiates it from other neighboring styles and inspires 
dancers to ever-increasing levels of kefi or high spirit, even capable of driving them to a 
state of ecstasy. One of my Kalymnian friends, recalling the experience of listening and 
dancing to Tsounias in his prime, told me, "6tan ekane ajta ta nevrika kopsimata me to 
doksari, ajt6 to pragma se apogeione" ("When he did those nervous cuts with the bow, it 
lifted you off the ground"). I have heard many Kalymnians in Tarpon Springs and 
Kalymnos, describing Tsounias' almost magical bowing ability, use the same stock 
phrase: "Otan epaize to Ennima, horevan oi pen·es!" ("When the Ennima played, the 
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stones danced!") 
THE KAL Yl\1NIAN LAOUTO 
The violin is always paired in traditional Kalymnian music with the laouto, a 
long-necked, steel string lute common in one form or another throughout the Aegean 
islands and much of the Greek mainland . The laouto has four pairs of strings, all tuned in 
octaves save the first course, which is a unison A; the next course descends a fifth toD-d, 
the third course descends a fifth to G-g, and the fourth and final course is tuned up a 
fourth to C-c. The laouto is played with a long, flexible plastic pick/ 8 usually a doubled 
cable tie. The Kalymnian laouto style sits somewhere in between the purely melodic 
playing still found in Crete and the guitar-like chordal accompaniment now prevalent on 
most Greek islands; according to a complex and idiosyncratic logic, the laouto outlines 
the melody played by the violin while at the same time playing drones and rudimentary 
chords that preserve the modal character of most tunes and allow for simple harmonic 
movement. Perhaps the most characteristic feature of the Kalymnian laouto style is the 
picking: loud, brash strumming29 and dizzyingly fast trills that render it highly 
percussive.30 All the elements of this style combine to form a perfect match and base for 
28This pick is called penna in Greek, probably hearkening back to the days when the laouto was played with 
the quill of a large bird of prey such as a hawk or eagle. 
29When I was leaming to play the lamito as a young man, the principal criticism levied at me by my 
Kalynmian teachers and friends was, despite my heroic efforts, "it's not loud enough!" Non-Kalynmian 
musicians are consistently amazed at the physical effort and stamina required by the Kalymnian laouto 
teclmique; one friend of mine, after gamely giving it a shot for a few hours, compared the physicality of the 
experience to that of playing a double bass. 
30The system of trills has been developed to a highly sophisticated art by Manolis Tsounias, like his brother 
known as "To Ennima;" since tlris style is extremely difficult to emulate, many Kalymnian laouto players 
play a simpler type of trill or avoid them altogether. 
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the violin, and many Kalymnian violinists have told me that the violin simply cannot be 
played without the laouto. 
My own experiences have shown me that while a solo violin is, to Kalymnians, 
insufficient to carry the weight of a musical event, a single skilled laouto player is 
enough31-the laouto is able to simultaneously provide a danceable rhythm, outline 
melodies, and successfully fill the sonic space, while more easily enabling the musician 
to sing while playing. Kalymnians seem to expect and demand a loud, boisterous, and 
sonically expansive instrumental impetus as a prerequisite for singing and dancing; the 
laouto and tsambouna both provide this . It must be pointed out that in the case of a solo 
laouto, the violin's absence is always noted; but the laouto is able "na vgalei to glendi" 
("to produce the gtendi (musical feast)"), while a solo violin is found lacking. 
THE KALYMN1AN TSAMBOUNA 
The tsambouna is a droneless goatskin bagpipe found all over the eastern Aegean 
and Turkey 's Black Sea coast. In contrast to the violin and laouto, sophisticated 
instruments that must be purchased from specialized luthiers, the tsambouna is 
traditionally made by the musician himself (generally a shepherd), exclusively from 
materials readily available in his daily environment. In Kalymnos the tsambouna bag 
(touloumi) is made from a whole young goat with the head and legs removed; the skin is 
3 1During my fieldwork in the Rania region of western Crete, many elderly laouto players told me the same 
thing of their traditional music . 
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processed and turned inside out with the hairs on the inside so as to retain moisture from 
the player 's breath. The mouthpiece (fisistiri) and pipe stock and bell (nuirta) are carved 
from olivewood, the latter from a curved root. The pipes themselves (avlol) are made 
from two pieces of river cane, equal in length and bore, with finger holes burnt into them 
with a hot iron rod, and the reeds (bibikia) are made from the same type of cane, 
skillfully cut with a single stroke of a sharp knife to create the blades that will vibrate to 
produce the sound. The blades of the reeds are bound with a bit of thread, and are fitted to 
the openings in the pipes, which themselves are fitted into the pipe stock. The pipe stock 
and mouthpiece are inserted into the holes in the bag where the goat's front legs used to 
be. Beeswax is used to seal any openings and to tune the pipes, natural fibers (or a cut 
rubber band) are used as bindings, and pieces of straw from a broom are also inserted into 
the bore of the pipes to tune them.32 
On the Kalymnian tsambouna, the main melody pipe has five finger holes, while 
the secondary one has three; the musician plays them simultaneously, performing the 
melody on the primary pipe and, by means of skillful manipulation of alternate 
fingerings, a moveable drone on the secondary one. The Kalymnian tsambouna's 
particular configuration of finger holes makes it easier to tune and gives it a clearer tone 
than some other variations of the instrument. The range of the tsambouna is limited to a 
major sixth, and including only the pitches of what is usually approximately a G major 
32For a detailed discussion of the tsambofula's construction as well as its various musical and social roles 
throughout the Greek islands, see Schinas, Ge6rgios Periklis. I Tsambmlna tau A igaiou (unpublished 
doctoral dissertation, University of Athens). 
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scale from G to E33 Since the flow of air from the bag is constant and cannot be 
regulated, all rhythmic articulation depends on the fingers, particularly the index and 
middle fingers of the player 's top hand. 
In Kalymnos, the tsambouna is always played as a solo instrument or with 
singing, without accompaniment by laouto or percussion as on other islands; thus, the 
performer is responsible for providing melody, drones, and rhythm, as well as the 
complex, dense, and difficult ornamentation characteristic of the Kalymnian style 3 4 The 
tsambouna is perhaps the oldest instrument currently in use in the Aegean, and is widely 
regarded as the carrier of pure Kalymnian musical identity. It is the only instrument to 
include in its repertoire melodies widely presumed to be indigenous to Kalymnos and 
unknown on other islands. 
KALYMNIAN VOCAL MUSIC 
In general, Kalymnian singing is loud and brash, with relatively little 
ornamentation, vibrato, or other technical features generally associated with the better-
known vocal styles of the Near and Middle East. Referencing Alan Lomax's 
Cantometrics (1976), Anna Lomax Wood characterizes the Kalymnian vocal style, 
33Tsambounes are not tuned to a specific pitch; tsambouna makers, who are usually constructing the 
instrument for their own use according to personal preference, are more concerned with matching the size, 
and length, and bore of the pipes and their tuning relative to each other than tuning them to a given pitch. 
However, traditional methods, which are fairly standardized, usually result in a bottom note within a half 
step of G=3 96. 
34In reality, there are several local dialects of Kalymnian tsambouna playing; see Houllis 2009. 
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particularly when accompanied by or associated with the tsambo(ma, as "rather loud and 
medium to high-pitched, nasal, noisy, and forcefully accented ... (using) melisma and 
vowel prolongation" (2011: 102). Of course, there are extraordinary singers who 
constitute exceptions to these rules and incorporate techniques from Asia Minor 
traditions, Byzantine chant, and Greek popular song. By and large, however, the 
Kalymnian vocal style, like typical Kalymnian song structure, tends to maximize 
collective participation by smoothing out features that would otherwise be an impediment 
to group participation. 
In fact, Kalymnians rarely if ever use the term "tragoudistis" or "tragoudistria" 
(male and female "singer," respectively) to refer to a performer of traditional songs; 
rather, they prefer the word "meraklis," which implies passionate dedication to and love 
for the activity and, interestingly, is by no means confined to use in musical contexts?5 
Kalymnians tend to prefer a loud and powerful voice, audible in a noisy crowd of 
revelers, to a "beautiful" one, and value a singer with a keen memory, wit, and command 
of poetic idioms-especially the improvisatory couplets known as mantinades and the 
satirical peismatika-over one with what in other contexts is often called stage presence. 
Most Kalymnian vocal music falls into one of two broad categories: narrative 
songs with fixed texts, many of which are found elsewhere in Greece and refer to 
historical events or archetypical characters, or are associated with specific times of the 
35Though the term is most often associated with artistic pursuits and high spirited recreation, especially 
music and dancing, a meraklis can be a gardener, stamp collector, wine enthusiast, or connoisseur of any 
activity-as long as they pour themselves into something they love, hold themselves to a high standard, and 
constantly strive to realize their full potential. 
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year (such as holiday carols or Carnival pantomimes); and rhyming couplets sung to a 
variety of melodies. These couplets take many metrical forms, but the most common and 
most highly regarded for its poetic versatility and evocative potential is the mantinada (pl. 
mantinades), a form of rhyming iambic decapentameter (two fifteen-syllable lines with 
breaks after the eighth syllable) . Mantinades are common across the Greek Aegean, and 
are especially associated with Crete, where their spontaneous composition is a highly 
evolved art form, and they have a centuries-old presence in written as well as oral 
literature3 6 Kalymnian tradition also places high value on the ability to compose 
contextually appropriate mantimides on the spot, especially during sessions of peismatika, 
satirical singing duels . Most Kalymnian melodies of this second broad category are 
strongly associated with one or more specific couplets, and these couplets are usually the 
first to be sung; but in theory any couplet can be sung to any such melody as long as their 
meters match and the thematic consistency of the poetry is maintained. 
The melodies to which Kalymnian mantinades are sung can be further divided 
into two sub-categories: horeftika (tragoudia) or dance songs; and arga (" slow") or 
kathistika (" sitting music"), which are not danced, and are traditionally sung at the end of 
a musical gathering, with the musicians and revelers seated around a table . Many of my 
most treasured musical memories are from these moments : deep in the dark of the pre-
dawn hours, high, hoarse voices mingling with the slow, insistent strums of laouto and 
wailing violin, echoing o±I mountainsides or still, moonlit harbor water; and, in Tarpon 
36The epic seventeenth-century romance Erot6kritos by Cretan poet Vitsentzos Komaros, consisting of over 
ten thousand mantinades written in Cretan dialect, is considered a classic of early modem Greek literature 
and has passed into oral tradition across the island and beyond. 
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Springs, when one such gathering became a procession winding its way down dark side 
streets, scaring sleepy alley cats, and setting off the occasional car alarm. Many 
Kalymnian musicians consider kathistika the definitive repertoire that distinguishes 
accomplished instrumentalists and singers; the melodies are slow to develop, complex, 
and very difficult to sing, especially since the conventions of Kalymnian music dictate 
that each line of text be chopped up and repeated in irregular places particular to each 
melody.37 The singing of kathistika borders on the spiritual. It is, in the words of Anna 
Lomax Wood, "a collective, vocalized meditation ... (for which) (t)he company gathers as 
though to perform devotions to the emotional-poetic aspect of being" (20 11 : 120). It is 
through these slow songs and their evocative poetry that the deepest pains, complaints, 
passions, and longings are expressed, and some of the most intense and lasting personal 
bonds are forged between participants. 
37Since each line is also repeated by the other revelers in unison, a whole mantinacta-thirty syllables of 
poetry-can take several minutes to be completed. 
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CHAPTERS 
KALYMNIAN DANCING 
If the musical repertoire ofKalymnos is largely common to other pan-Aegean 
sources, its dancing is even more so. Compared to many other areas of Greece, Kalymnos 
boasts a relatively limited number of traditional dances, nearly all of which 
are also found elsewhere38 39 Matters of style and execution are what set them apart and 
make them Kalymnian. Generally speaking, Kalymnian dancing is characterized by an 
aesthetic that is at once relaxed, dignified, and supremely confident. This is clearly 
visible in a dancer' s upper body : straight back, upright posture, relaxed but firm arms 
(even though hands are nearly always joined with those of the dancers on either side), 
loose shoulders, and a controlled, straightforward gaze. The lower body, in contrast, 
produces a nearly constant up-and-down movement often anecdotally compared to waves 
in the sea, and the knees are almost always bent. Certain dances, such as the stately and 
iconic issos, involve an occasional twisting of the torso that adds to this swaying effect. 
Perhaps the feature that most sets Kalymnian dancing apart from other island and 
certainly mainland Greek styles is the frequent tendency to hold the feet in place on a 
long subdivision of the beat, rather than taking a half-time or "slow" step, as would be the 
38Possible exceptions are the above-mentioned Arapikos and other Carnival dances, most of which are now 
largely out of circulation. 
39Like the majority of Greek and Balkan social dances, nearly all Kalymnian dancing takes the form of an 
open chain or circle, with a leader at one end pulling the chain of dancers counterclockwise and often 
improvising figures, often mimicked by the second in line, while the rest of the dancers perform a simpler 
version of the basic steps. There are a few partner dances, solo dances, and the previously mentioned 
Thimari6tikos, which begins with clockwise movement before switching to a counterclockwise 
kalamatian6s. 
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norm in most island dance styles. This produces a physical sensation and visual effect of 
displaced motion and restraint that is extremely difficult for a novice to grasp, and 
perfectly compliments the rhythmic idiosyncrasies of the music. 
Kalyrnnian-Americans in Tarpon Springs are adamant about the importance of 
mutual attention and interaction between musicians and dancers, and I have often heard 
them speak eloquently about this connection in informal conversations, interviews, 
rehearsals, and while teaching dance classes. One experienced dancer and dance teacher 
told me that he always makes a point in his classes of emphasizing that the details of "the 
style (are) ... dictated by the complexity of the music and rhythm." Another dancer, 
discussing the characteristic hold steps of Kalymnian dancing, told me, "The music, 
especially when the violi (violin) is playing, will play these accents and the dancer will 
move according to (how) that accent (is) played." The paratactic nature of the music that 
accompanies the most characteristically Kalyrnnian dances, the issos and sousta, 
undoubtedly contributes to and enables this interaction between musicians and dancers; 
music segments can be chosen, repeated, and modified at will in accordance with the 
musician's fancy and the dancers ' demands, the latter of which are communicated by 
means of a host of verbal and bodily cues. One of my collaborators, recalling his special 
relationship with a favorite violinist, recalled that while dancing, "I could just look at him 
and he knew exactly what I wanted ... we really clicked." Instrumental techniques such as 
specific violin bowings, laouto strums, and ornamentation on the tsambouna also enable 
this subtle interaction even in songs and melodies that follow periodic logic. 
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As complex, specific, and uncompromising as the details ofKalymnian dancing 
can be-dancers frequently claim that "either you get it or you don't"-it is in certain 
ways remarkably fluid and allows for a great deal of personal expression. As one of my 
collaborators reflected: 
I would say the style is very relaxed, there's no rule that your foot has to be placed 
in a certain spot, you know? It's wherever it ends up as long as you're on beat, of 
course. Very laid back and there's an act of patience too, we are not (ones) to rush 
the dances. 
A local dancer and dance group instructor also commented via e-mail on the curious 
mixture of restraint and unbridled energy characteristic of Kalymnian dancing: 
I tend to see more hold steps in the K(alymnian) style .. . It almost seems like a 
kind of restraint. Then there seems to be an unleashing as the dance progresses, 
where the dancer's individuality is revealed in their expression ... What I do see in 
Kalymnian as well as Cretan dancing is ATTITUDE or SWAG. 
This comparison with the physicality and exuberance of Cretan dancing is one 
that I have heard time and again, both in Kalymnos and in Tarpon Springs.40 Cretan music 
and dance traditions, as well as Cretan cultural in general, hold a place of high esteem in 
the Greek world; Cretans are admired, even idealized by other Greeks for their perceived 
independence, manliness, bravery, daring, and uncompromising sense of honor, all well-
documented in Greek history41 The burgeoning Cretan music industry has found an 
40Several years ago in Kruynmos, I attended a panigfri or religious festival to which several young 
musicians from Crete had been invited by a Kalymnian schoolmate. The Cretans commented on the 
adroitness of the lead dancer during the sousta, to which their host's father replied: "Ma vevaia! Oi 
Kalymnioi einai oi pia meraklfdhes horeftes. Mono oi Kritikof taus ftanoun ." ("Of course! The Kalymnians 
are the best dmcers. Only the Cretans are their equal.") 
41For an elegant exploration of native Cretan notions of manhood, see Herzfeld, Michael. 1985. The Poetics 
of Manhood: Contest and Identity in a Cretan Mountain Village. Princeton University Press. Popular 
expressions of this trope of Cretan manliness are often heard from other Greeks, who are fond of claiming 
that "You can only find real men in Crete and (insert speaker 's native region or town)," as well as in a 
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extremely receptive market far beyond the island 's borders, amply attested to by the 
popularity of Cretan music and dance forms throughout Greece, but especially in the 
Aegean islands, where the local music is similar enough that Cretan repertoire and 
instrumental techniques are easily incorporated 42 This phenomenon is certainly present in 
Tarpon Springs as well; though Kalyrnnian idioms continue to reign supreme over the 
pantheon of traditional music and dance, younger Greek Tarponites are active listeners to 
modem Cretan music in particular, frequently request Cretan dances at events, and are 
enthusiastic attendees of performances by Cretan artists visiting Florida. 
Beyond the real similarities between various technical and structural aspects of 
Cretan and Kalymnian music and dancing-which are also present in many other Aegean 
traditions-it makes perfect sense that Kalymnians in particular would identify with the 
status afforded to Cretans and make competitive claims on their cultural capital. 
Kalymnian sponge divers developed a widely disseminated reputation for fearlessness 
bordering on complete disregard for their own safety, routinely ignoring restrictions on 
depth and frequency of dives in search of sponges, and frequently paying the price in 
crippling cases of decompression sickness or even death 4 3 This recklessness in the face 
of tests to one 's manhood has found contemporary iterations in the Kalymnian-Arnerican 
multitude of humorous anecdotes concerning the famous Cretan bravado, love of guns, and taste for strong 
distilled liquor. 
42Recent years have seen such an explosion in popularity of commercial Cretan music in Kalynmos, in 
particular, that many young Kalymnian musicians have opted to learn the Cretan lyra and laouto rather than 
the indigenous violin, lamito, and tsambouna music; see Houllis 2009. 
43See Kalafatas, Michael N. 2003. The Bel/stone: The Greek Sp onge Divers of the Aegean . Waltham: 
Brandeis University Press. The exploitative economic system at the heart of sponge diving, which placed 
extreme pressure on divers to repay the advances paid to their families by the captains, exacerbated the 
competitive and risk-taking aspects of the Kalymnian character and m1deniably multiplied the dangers 
inherent in the profession. 
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transition from sponge diving to industrial bridge painting, an extremely dangerous 
profession that has become a Kalymnian calling card in Florida, Ohio, and throughout the 
American South, as well as the widely publicized Kalymnian love of detonating dynamite 
on special occasions, which they see as an expression of their distinct regional identity in 
defiance of homogenizing state-imposed forces of modernity. 44 45 
All of these traits have conspired to form an image in the popular Greek 
imagination ofKalymnians as not only tough, resilient, and fearless, but also, as one of 
my collaborators put it, "a little bit crazy-we like to push the envelope. Wherever we 
go, we light things up." (Often quite literally, and with a bang.) The Kalymnian 
community, proud of their ancient and modern history and accustomed to socioeconomic 
44 See Sutton, David. 1996. "Explosive Debates: Dynamite, Tradition, and the State." Anthropological 
Quarterly 69: 2, 66-78. Rival groups stockpile dynamite throughout the year and detonate it at Easter on the 
mountainsides surrounding the Kalymnian port ofP6thia; injury and even death from mishandling of 
explosives are frequent, and the local and national authorities have cracked down on the practice to such an 
extent that, I have been told, young Kalymnian men doing their compulsory military service are barred 
from guarding weapons stockpiles. In Tmpon Springs, dynamite has been replaced by firecrackers and the 
so-called "Greek bombs," homemade explosives made of legally acquired gunpowder. These bombs are 
stockpiled and conspicuously detonated by Kalymnian-Americans at Easter, in defiance of the increasingly 
desperate efforts of local law enforcement to stifle this tradition. Police helicopter surveillance, forced 
evacuations of St. Nicholas Greek Orthodox Cathedral, and bomb squad sweeps of church property and the 
surrounding neighborhood have become standard Holy Saturday rituals in Tarpon Springs. Even so, 
Kalymnian-American pyrotechnicians continue to get the last laugh, as happened this past Easter. Minutes 
after the Resurrection service, with dozens of police inside and surrounding the church, a large bomb was 
detonated in a nearby alleyway, prompting laughter from the visiting bishop, fury from the officers, and 
raucous applause from the congregation. 
45Dynamite can also function as a way for Kalymnians to upstage the Cretans at their own game of extreme 
masculinity, as the following anecdote demonstrates: A Kalymnian acquaintance of mine was invited to a 
wedding in a Cretan mountain village famous for its residents ' habit of discharging automatic weapons on 
such occasions. In preparation, he had procured some an1ount of dynanlite, brought it with him, and placed 
it in the hills surrounding the village. Throughout the wedding reception in the spacious outdoor village 
square, he patiently endured his hosts ' good-natured teasing and assurances tlmt if he was scared by the 
copious amounts of flying bullets, he could depart without any shame, since he wasn't Cretan and thus 
would not be held to the same standards as the other men present. Near midnight he excused himself, 
ascended the mountainside, and detonated his store of dynanlite. He chuckled as he described to me the 
utter chaos that ensued, the villagers diving in a panic for cover as the sound of the explosion boomed out 
and reverberated from peak to peak. 
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self-sufficiency, is keenly aware of the stakes involved in the trend towards political and 
cultural homogeneity in Greece and the Greek diaspora, and is committed to preserving 
their authority over their own affairs on all fronts . As in the case of the Cretans, this is as 
much a matter of word (public relations and image projection) as it is deed (day-to-day 
practices); performing attitudes about Kalymnian music and dance are as important in 
this regard as performing the music and dance themselves. In the following chapter I 
explore how various attitudes and ideas about being Kalymnian and American are 
embodied in music and movement in Tarpon Springs. 
CHAPTER6 
LIVING THE DANCE 
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It's starting to rain. Skinny drops splatter on the warm pavement under our feet; 
the smell of ozone is tinged with the salt of the Gulf at our backs. The energy flowing 
between our hands shifts, becomes slightly more urgent, though nothing changes in our 
pace, our steps, or the music Manolis is playing on his tsambouna under the tent on the 
sidewalk in front of us. The circle moves counterclockwise, and I see the boats hung with 
sponges framed against the darkening sky, tables and chairs spilling into the street a few 
feet from us, people drinking and eating, old men clicking wony beads, tourists taking 
pictures, giggling children and white-shirted waiters darting in and out. A slight change 
in pressure from the hand held in my right palm, and we shift to even out the spaces as 
one of the dancers is pulled out of the line by the leade1~ laughing and half-heartedly 
protesting with an upward thrust of head and eyebrows that she doesn't want to take over. 
Finally, she acquiesces, self-consciously pulling her blouse down over her midriff as she 
makes her way to the front of the line, and accepts the leader s handkerchief with her left 
hand; it connects her to the second girl and to the rest of us. We feel how the balance 
shifts from one moment to the next as we are subtly repositioned in space without 
changing our individual positions in the line, the mobile vertebrae of a strange snake 
that never quite catches its tail. She puts her right hand on her hip and begins to lead the 
dance. The transformation is immediate and complete. Her back straightens; her waist 
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seems to float above the ground and her feet almost not to occupy any space on the 
pavement. Her eyes are lowered, her face expressionless; an American teenager a 
moment ago, she has become a young Kalymnian woman, the Doric ideal of modesty and 
utterly composed competence. She begins to improvise graceful figures, her gaze drawn 
down towards her feet; I marvel at the brief glimpses I catch of how the slightly delayed 
variations of her steps anticipate and weave into the bagpipes phrases. The girl on my 
left slides her hand out of mine. I look over-she's replying to a text message. She hits 
"send, " puts her phone in her back pocket, and takes my hand again. 
In his phenomenological account of embodiment as a paradigm for anthropology, 
Thomas Csordas states that "the body is not an object to be studied in relation to culture, 
but is to be considered as the subject of culture, or in other words as the existential 
ground of culture" (1990:5} This concept of the body as the existential ground of culture 
- the place where everything humanly meaningful is manifested, where battle lines 
between competing ideologies and identities are drawn, and where conflicts are resolved 
or reinforced-is central to my interpretation of the Greek-American experience through 
Kalymnian music and dancing in Tarpon Springs. Taking Csordas' hypothesis as a 
starting point to engage with the embodied, spatial, and sensorial models of subjectivity 
introduced in Chapter 2, I propose that dancers in Tarpon experience their bodies as a 
kind of resonant, experiential bridge between various cultural allegiances : a mobile site 
of tension and transcendence, and a secure place to explore the seemingly disparate 
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notions of identity and ownership that confront them in their daily lives. 
Anthropologist Lowell Lewis hypothesizes that dancers, athletes, actors, and other 
"body practitioners"-whose focus of awareness centers on an experience of the body as 
both the means and the end of action, rather than using the body as a tool to play a 
musical instrument or tie a shoelace-spend a great deal of their time in what he terms 
"intermediate states of being" between relatively embodied and relatively disembodied 
states (1995:230). In this intermediate mode, the body is both subject and object of non-
instrumental action-action with no specific external goal separate from the body 's own 
movement. I see Kalyrnnian dancing and music in Tarpon Springs both as a manifestation 
of this intermediate phenomenal state and as a way of negotiating the intermediate states 
of ethnic affiliation, national identity, and culturally determined concepts of gender with 
which members of the Kalymnian-American community regularly engage. Positioned on 
a constantly shifting spectrum with small-town America on one side and a fiercely 
traditional Greek island culture on the other, intermediate states of being are, for them, a 
way of life, a shared experience that contributes to social cohesion and a way to locate 
the self in a world where boundaries are blurred and harmonious resonance with one's 
environment is often difficult to achieve. 
An awareness of intermediate phenomenal states of "pure being" is readily 
apparent in my collaborators' comments during interviews and conversations about 
dancing. Nearly everyone spoke of an all-consuming feeling of "being in the moment" 
while dancing, analogous to the phenomenological reduction cited by ethnomusicologist 
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Jeff Todd Titan, the musician's awareness of simply being "music-in-the-world" 
(1997:94) . One said: "I'm just in that moment, I'm in my own world; I'm just doing it, and 
don't bother me about anything else." I believe that the relatively non-instrumental nature 
of Kalymnian dancing-which, though it allows for virtuosic displays of agility and 
physical prowess by the leader, is for the most part a circular, cyclical activity that has no 
finite beginning or end, only ceasing when everyone in the line tires or the music stops 
for some reason46-plays an essential role. Similarly, another common theme expressed 
during interviews was, as one of my collaborators put it, a "feedback loop" between the 
musicians and dancers, by means of which kefi exponentially rises and each party 
inspires the other to reach new heights of expression and inspiration. 
DANCE AND THE BODY: 
FORMING AND CONSOLIDATING IDENTITY 
As suggested above, Greek-Americans in Tarpon Springs live in an intermediate 
state of being between two local realities that are impossible to ignore: the English-
speaking American environment of school, government, and social relations outside their 
ethnic community, and the Greek-speaking, predominantly Kalymnian environment of 
home, church, and social conditioning that begins at birth and continues as long as they 
46The issos dance, in particular, can go on indefinitely; it is not uncommon for the issos to be danced 
several times over the course of a glendi, for half an hour at a time. An extreme example of this 
phenomenon can be found on the island ofK;irpathos, particularly in the village of Olymbos, where the 
pcmo chor6s dance can go on literally for hours on end until everyone in the line has had the chance to lead. 
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retain ties to the community. All of my collaborators expressed a version of this duality 
when asked about their feelings towards the two places. As one of my collaborators told 
me, reflecting on a visit to Kalymnos: 
You know, it's funny; in America, we tell people we're Greek. For the 
short time that I was in Greece, you're telling everyone you're American. So what 
are we? Well, the answer is somewhere in between. Both countries somewhat 
define who we are. 
This statement eloquently summarizes the dilemma of intermediate cultural being, and 
hints at a hybrid, composite reality of which I caught glimpses time and again during my 
conversations with these Kalymnian-American dancers . My collaborators, or their 
forebears, left Kalymnos, but not completely; not even in body, as they incessantly return, 
physically and metaphorically, to their place of origin. Even in the promised land of 
America, where they have escaped prosecution and hunger, made their fortunes, and 
established new lives largely on their own terms, their gaze is firmly trained on the 
homeland as a source of emotional nourishment and sense of belonging that promises to 
deliver them from what they fear most-anonymous assimilation and loss of their 
distinctive regional identity. 
Feelings towards Kalymnos itself are complex, born out of an inherited and 
incessantly reinforced reverence for the homeland that often seems to come into conflict 
with personal experience when the two encounter each other through the realm of dance 
and music. Another of my collaborators, a young woman of mixed Kalymnian and other 
island parentage, explained it this way: 
I know that half the people in this town would kill me for saying this, but I'm not 
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a fan ofKalymnos. Yet, I love their dances. I remember the first time I learned the 
Kalymnian dance (the issos) . Any other dance is just a dance ... Which I find very 
odd, because I don't connect to Kalymnos, yet I connect to the dance. 
My young friend clearly views Kalymnos, and Kalymnians, as "others," as "them"; yet 
she feels an affinity for the island 's dance tradition so intense that for her it exists in its 
own ontological category, something different from all the rest of Greek-and the rest of 
the world's- dancing. 
Discussing styles of movement as a mode of distinction between social groups, 
anthropologist Jane Desmond points out that movement is "a primary, not secondary 
social ' text'-complex, polysemous, always already meaningful, yet continuously 
changing. Its articulation signals group affiliation and group differences, whether 
consciously performed or not" (1993 :36). Greek-Americans in Tarpon Springs are 
intensely aware of these distinctions, expressed in ways of moving, speaking, eating, and, 
of course, dancing. Daily conversation is heavy with observations about how someone 
holds their car keys like a Greek (with the ring through the index finger and the keys 
loose in the palm, ready to be flipped back and forth like worry beads); how they talk 
with their hands, answer "yes," "no," or "I don't know" with idiosyncratic grimaces and 
head and eyebrow movements; and how one's degree of cultural affiliation is 
demonstrated by the act of eating a shared salad (the "American" ones will politely spoon 
their portion onto their plate; the "Greek" ones will eat from the serving bowl; and the 
"really Kalymnian" ones will dip their bread in the oil at the bottom of the common 
bowl) . One of my non-Kalymnian collaborators related a humorous anecdote about how 
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her brother, who was born in the Northeast and raised in Tarpon Springs, will sometimes 
affect a Greek accent and pepper his English conversation with Greek slang when talking 
with certain friends, though he is not himself fluent in Greek. 
This same woman, like many other non-Kalymnian residents of Tarpon Springs, is 
acutely aware of her status as an "outsider" within the Kalymnian-dominated community 
-though her family is from a neighboring island. She, and many other non-Kalymnians 
raised in Tarpon Springs who have an affinity for Kalymnian culture (myself included), 
frequently speak of being an "adopted Kalymnian." When she pronounced herself an 
"adopted Kalymnian" in the cafe where we were talking, her Kalymnian "siblings" 
erupted into laughter and cheering, a confirmation of her acceptance. But in a moment 
her smile faded, and she added in a serious tone: 
Do you know how hard it is? It's not easy. It's taken me fifteen years 
now. .. they're like any group, any nationality, you have to embrace 
their culture. The groups can be a little (pause) ... rough. 
This "roughness," manifested as subtle (or not-so-subtle) social ostracism, is 
subverted by the process of "adoption," most easily achieved by active participation and 
in tum "adoption" ofKalymnian ways of being. Foremost among these ways of being is 
dancing; my collaborator feels that her participation in the local, Kalymnian-dominated 
dance group Levendia, which occupies a place of primacy in the social life of its 
members, has enabled her to make the transition from kseni ("foreigner" or "outsider") to 
an "adopted Kalymnian." 
As strange as this may seem, considering that most of the town's inhabitants have 
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been born or at least raised in America, Kalymnian culture is so dominant in Tarpon 
Springs that a certain degree of "foreign" status is attached to non-Kalymnian Greek-
Americans. According to feminist dance historian and philosopher A. C. Albright, "behind 
every aesthetic orientation and style of movement within the field of dance dwells a view 
about the world that is transmitted (albeit often subconsciously) along with the dance 
technique" (1997:32). In Tarpon, the worldview encoded in traditional dancing clearly 
places Kalymnian culture and social codes at the center. This is apparent in the aesthetics 
and technical details of the dancing itself, which encourage specific gender roles and 
reinforce notions of community, as well as in its usefulness as a vehicle for social 
mobility and identity construction, as dancers move in and out of subculture groups-yet 
another layer of intermediate states of being-through their participation in Kalymnian 
dancing. 
Albright maintains that the "body is where the two realms (of essential 
[genetically inherited] and constructed [socially formed] being) interact. It is a place 
where sensation, representation, and physical experiences are interpreted both 
symbolically and somatically" (ibid.) . For many of my collaborators in this project, the 
bodily experience of dancing serves as a conduit for feelings and emotions deeply tied to 
a symbolic interpretation of their heritage and their identity as Greek/Kalymnian-
Americans. Statements such as "it's who we are, it's what our parents did, what our 
grandparents did, it connects you way back" and "these are songs (and dances) that 
define who we are" are common; Kalymnian music and dancing are consistently 
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portrayed as a "mystical" bridge, a "connection" to an ancestral past, despite limited 
physical contact with Kalymnos or other, less resilient aspects of traditional culture. One 
of my collaborators told me that when he is dancing, 
I would just think about grandparents, great grandparents I've never met .. . 
it's sort of a mystic way ... with as little physical contact as I've had, I'm just 
feeling that connection. 
This connection with Kalymnian culture seems to reference a partly imagined, 
partly material world that exists somewhere between the past-perhaps the relatively 
recent past of emigration from Ka1ymnos, perhaps the more distant pasts when these 
dances and songs were created, developed, and lived, what one of my collaborators 
referred to as "the Kalymnos ofyesteryear"-and the present. The common perception in 
Tarpon Springs is that, in Kalymnos, in the words of one young Tarponite friend of mine, 
"they 've lost the culture. We're more ethnic than they are." The experience of music and 
dance, writes ethnomusicologist Martin Stokes, "evokes and organizes collective 
memories and present experiences of place with an intensity, power and simplicity 
unmatched by any other social activity," and is "socially meaningful. .. largely because it 
provides means by which people recognize identities and places, and the boundaries 
which separate them" (1997:3-5). As one girl put it, "we're trying to hold on to the beauty 
of the island," a beauty that has been alchemized and transformed through separation, 
isolation, and its dialogue with an encroaching American identity, taking on a new set of 
self-sufficient meanings. 
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DANCE AND MUSIC AS LIFE AND ITS SIGNIFIER 
Late1~ under the tent, Manolis is playing a seven-beat kalamatian6 melody, and 
Sevasti is singing couplets, plucking them out of the ail; whatever she can remember. Her 
sister P6pi, an avid and talented dancer who has undergone multiple heart transplants 
and spent more time in the hospital than in class during her senior year of high school, is 
leaning against the pole with a friend, listening. Sevasti thinks for a second and begins 
with the turnaround of the melody: 
Ithela na 'xa dhi6 kardies, ti mia na s'ti xariso 
Tin alli na kratiso eg6 gia na bor6 na ziso. 
"I wish I had two hearts, one to give to you, 
and the other one for me to keep, so that I could go on living. " 
Kalymnian culture places a very high value on life and its enjoyment, and one of 
the most frequent criticisms of mainstream American society heard among the Greeks of 
Tarpon Springs is that their non-Greek compatriots "don't know how to enjoy life." 
Kalymnians tend to regard themselves as "the life of the party," and especially delight in 
favorably comparing themselves to other Greeks, who they consider too subdued to keep 
up with the Kalymnians' daring, stamina, and sheer energy. This spirit of reckless 
abandon married to grace and precision is evident in my collaborators' comments about 
dancing. "It's this unifying bond you get. .. you 're there, you 're together, and you're 
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celebrating life," one told me, while another, visibly excited by the sensory memory of 
dancing, leaned towards me and breathed, " It strikes an inner chord-for me, it makes 
you alive. Doesn' t it make you alive?" Several mentioned a desire to keep the culture 
alive, "to hold onto what our ancestors had," but conversation returned time and again to 
notions about dancing and music as essential to life-themselves a kind of vital life force . 
"It's exhilarating, like a drug. The energy feeds in, everyone in the circle gives energy to 
each other," said one dancer. "Ifl couldn't sing or dance, it would be . .. awful." For him, 
such a state would be like not being fully alive. Elaborating on her feelings about the 
experience of dancing to Kalymnian music-an experience repeated countless times 
since earliest childhood, and one that has become a defining feature of her life-one of 
my collaborators simply shrugged and said : "We're living the dance." 
POWER AND BELONGING 
The music ends, and we only stop dancing after a second, everyone looking up, 
swprised and momentarily bewildered by the shift from one mode of being to anothe1~ 
The line insists on remaining intact, resists being dissolved; our movements are 
pe1petual, each one begetting the next. Some applaud, some turn to each other laughing 
and gesturing, some search the crowd for friends or relatives. Someone yells to Manolis, 
"To Vosk6,' paikse 'To Vosk6'! '"The Shepherd,' play 'The Shepherd!'" He nods an 
acknowledgment and.fills the bag with his breath. The tsamboitna gives its characteristic 
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wail as the air rushes through the reeds, and as the tune starts, a cry goes up; the line 
rematerializes out of chaos, onlookers jump to their feet and run over to join in. 
Somebody sings the first jew words- "0 vo-oskoooos, vr'amani aramaaaaaa-ni"- and 
everyone takes it up in a rom~ laughing at the end of each phrase, savoring the idiomatic 
Kalymnian words. The puzzled smiles of those who don't understand the Greek turn to 
bewildered laughter as their neighbors translate into English-a story about a shepherd 
winning a bet with a king, taking the royal lady's affections as his prize. So jar away from 
our daily reality as Americans- partly why we find it so funny- but so much a part of 
who we are. I can't imagine my l~fe without this medieval queen trading in her tiara for a 
life of sheep-herding and cheese-making, and all of us telling her stmy to each other-
always with our bodies as much as our voices, dancing, clapping, pantomiming. And not 
because it :S novel or swprising- it doesn r have to be. We know it by heart, and that :S 
why it :S so good. 
Stokes urges us to view music and dance as "a patterned context within which 
other things happen," and asserts that "what is important is not just. .. musical 
performance, but good performance, if music and dance are to make a social event 
'happen' " (ibid.:5). Whatmakes dancinggoodformy collaborators in theKalymnian-
American community of Tarpon Springs? I consistently received the answer that I 
expected: one of the essential ingredients of a good dancing experience is good music, 
generally agreed to mean stylistically appropriate Kalymnian music played on traditional 
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instruments (violin, laouto, and tsambouna) . But I also heard a great deal about who my 
collaborators wanted to dance with. Why they prefer certain dance partners is illustrative 
of their intermediate state of being and sense of identity. 
Although all of my collaborators, highly observant connoisseurs of traditional 
Kalyrnnian dancing, take stylistic considerations into account and enjoy the nuances of 
old-fashioned style (seen, for example, in older women who hold their handkerchief near 
the ground while leading the line, or the subtle hip twists and hold steps that characterize 
the issos and Kalymnian syrt6s), the overwhelming preference is for a group of 
Kalymnian-Americans from Tarpon Springs who know each other well socially and have 
a close relationship as people and as dancers, with a wealth of shared life experience. One 
experienced dancer explained, "I prefer my friends from our group in Tarpon to 
Kalymnians from Kalyrnnos. We have a stronger bond because we've had to work for it, 
to transcend our 'American-ness. "' Another told me that "(it's a) different kind of feeling 
when you're around your people from when you're around ksenous (strangers) ." Yet 
another emphasized the importance of kali parea (good company) that provides the level 
of comfort, shared experience, and social ease outside of dancing that makes good 
dancing possible. "You want to dance with people who take you for who you are, without 
judging," a friend confided, even in the absence of live Kalymnian music; "I've had 
great experiences dancing in the 7-11 parking lot to the trunk stereo." 
Just as enlightening is a comment by another of my collaborators, who noted that 
"the worst possible thing is to have good music but nobody to dance with you, people 
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who don't know how to dance." This statement helps us to clarify some of the 
problematic ideas expressed above about dance's non-judgmental nature. Clearly, my 
collaborators are constantly judging and evaluating each other, and being judged 
themselves, according to multiple levels of cultural identification, language skills, 
adherence to tradition, and other aspects of Greekness or Kalymnian-ness . Dancing is 
another one of these markers of belonging, a fundamental means of expression for those 
who share a common history and the ability to perform the embodied movements that 
narrate that history. For these Kalymnian-Americans, a dance circle composed of their 
peers-who viscerally understand their everyday struggle to belong-is an ideal place to 
celebrate who they are, to actively rejoice in their hybrid being. The music that propels 
the dance is both an invitation to relive this experience and a reminder of its potential . 
The absence of "people who know how to dance"-who know how to embody 
Kalymnian identity through musical movement-is physically painful in the presence of 
the music that unlocks this potential. 
From the initiate's perspective, Kalymnian dancing-by means of its 
reinforcement of collective sociability-functions as a vehicle for social and personal 
empowerment, a safe place to explore the questions of identity and states of being that 
confront Kalymnian Tarponites. The philosopher Susanne Langer proposes that "the 
primary illusion of dance is a virtual realm of Power-not actual, physically exerted 
power, but appearances of influence and agency created by virtual gesture" (1983 :29). 
This sheds light on comments made by one of my male collaborators, who spoke of the 
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dance circle as a place of personal power, surrounded by trust and family. " It helps me 
break out of my shell," he told me. "When I'm dancing, I have an alter ego that's 
powerful, confident, and in control. I'm able to be my true self." The powerful "alter ego" 
awakened here is actually a manifestation of the "true self," encoded in the virtual 
gestures of the dance and existing in a realm of possibility, where the inner experience of 
harmony between otherwise competing cultural orientations can be outwardly embodied 
and personified through musical movement. For myself and my collaborators, this 
experience-a collective social ideal, a merging of flesh and blood individuals and their 
own unique personal histories-is a real and cherished presence in our lives, and a center 
of social and moral gravity. 
PERFORMING GENDER 
Like the women who are the subject of anthropologist Jane K. Cowan's 
ethnography Dance and the Body Politic in Northern Greece (1990), Kalymnian-
American women and girls confront asymmetrical gender relations both on and off the 
dance floor. As Cowan points out, the audience that critically reads the bodily signs 
performed by the dancing subject is informed by the social codes that govern gender roles 
and relations (ibid .: 190-191 ).Though the interpretive possibilities awakened by the bodily 
experience of dancing are not boundless, they do create opportunities for a creative 
exploration of specific gender roles when they come into contact with the gendered 
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conventions ofKalymnian culture. 
When asked to describe the dancing Kalymnian woman, my collaborators-both 
male and female-unanimously used words such as "strong," "powerful," "proud," 
"confident," "feminine," "stately," "subtle," and "in control. " Men's dancing was also 
characterized as "confident," "proud," and "powerful," as well as "masculine," but also, 
particularly when describing the improvised figures performed by the brostellatis or 
leader, as "flashy," "athletic," "acrobatic," "arrogant," " showy," "exhibitionist," and even 
"crazy." These latter qualities are generally considered the exclusive domain of men, who 
are entitled (and entrusted) to express the bravado and daring so admired by Kalymnians 
and treasured as an integral part of their idiosyncratic regional identity. 
Women, however, are taught to avoid ostentatious and unrestrained physicality on 
the dance floor, mirroring the behavior expected of them in everyday social life. The 
following description of ideal female comportment, offered by one of Cowan's 
interlocutors, is equally applicable to the Kalymnian context: 
She should dance with confidence, she shouldn' t be shy or embarrassed. With 
many tricks, with little movements. If you're embarrassed, you don't do anything! 
You want to make an impression, to show something, to differentiate yourself a 
little. But not too much. If she does, they will say she's "crazy," that she's 
dancing in a "frenzied" way (ibid. :200). 
Behavior that is admired and even expected in men, both as dancers and as social (and, as 
Cowan, Caraveli (1985), du Boulay (1974), and others have pointed out, sexual) beings, 
is vulgar and inappropriate in women: it is morally and aesthetically flawed . 
Under extraordinary circumstances, though, female Kalymnian Tarponites find 
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themselves compelled to push against the gendered boundaries prescribed by social 
convention. One young woman, discussing dancing's meaningful role in her relationship 
with her father, a skillful dancer who lives and works in Kalymnos and whom she only 
sees for a few months a year, told me: 
When I dance with my dad ... he always wants me to be next to him, na kimo tis 
jigoures (to perform the improvised figures) ... you can see in his eyes he's so 
proud, and he's kind oflike afiakas ("show-off'), he's like "Hey, look at my 
daughter," (she's) dancing so good, "Pire ap6 'mena'' (She took after me). He 
sees me when I dance and he just goes crazy, super happy. And e inai t6so 
eftihismenos mesa tau (he's so happy inside), just being there together, ' cause 
most of the time we 're not, and when we are, we're complete. ' Cause now, I'm 
half. .. it doesn't feel the same. 
Here, her father 's presence and encouragement make it socially acceptable for her to 
perform steps usually reserved for men, the elaborate improvisations of the leader. But 
during the long months of longing and separation, she uses the embodied memory of her 
father 's dancing to simultaneously bring him closer and transcend the gender role 
normally expected of her: 
But when I dance, especially andrika (masculine) kalymnika dances, 
thymari6tiko ... when I dance that, I feel like I'm a guy. I do the same steps, the 
same style like my dad. Sometimes I wish I was a guy. I would have done this so 
much better than everyone else here. 
In the moment of performing dances like the thymari6tiko, normally associated with men, 
she temporarily becomes an empowered masculine figure through her father 's steps, and 
in so doing issues a challenge to the men whose position of privilege she envies. Only her 
gender prevents her from being openly acknowledged as their superior on the dance floor, 
and she is thus compelled to find subtly subversive ways to use her advanced knowledge 
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and skills . 
The creative exploration of gender norms exemplified here is made possible, in 
part, by the multicultural American context in which Kalymnian dancing is embedded in 
Tarpon Springs. All of my American-born collaborators, while expressing a clear 
preference for Kalymnian dancing, also reported experience with other types of dance, 
from regional and contemporary Greek styles to the relatively free, individualistic 
dancing practiced at area nightclubs. Indeed, at large, formal dance events such as the 
annual New Year 's and Epiphany balls, live Kalyrnnian music typically alternates with a 
local DJ spinning Greek, European, and American pop, techno, and even classic rock, 
attempting to cater to the multiple generations and cultural orientations present. I have 
watched the same dancers perform an impeccable Kalymnian issos to live violin and 
laouto, suggestively writhe to Glykeria's latest tsijtetetli, 47 toss their hair and wave their 
arms to Lady Gaga, and do "The Twist" to Chubby Checker-all in the same evening, 
with equal enthusiasm, and without a touch of irony. Yet despite this wide variety of 
experience, most Kalymnian Tarponites seem to have embodied their native dance 
technique to such an extent that I perceive a clear Kalymnian "accent" in all of their 
danced movements, regardless of the style they are performing. They bend knees, shift 
weight, and delay steps in ways that immediately call to mind the most traditional 
Kalymnian dances . 
Another area in which female Kalymnian Tarponites assert their agency is 
47 An improvised woman's dance, featuring subtle movements of the hips, arms, and hands, and popularly 
associated with seduction and the Ottoman Sultan's harem. 
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traditional singing, which they dominate. There are several prominent, talented singers in 
the Kalymnian community, and nearly all of them are women. Since there are currently 
no active performers of traditional Kalymnian instruments in Tarpon (with the exception 
of tsambouna player Skevos Karavokir6s, who rarely performs in public), women control 
the majority of everyday Kalymnian music making. The unison performance of narrative 
songs by a group of women (sometimes also joined by men), and the creative selection of 
mantinades by a solo singer, are regular features of musical celebrations in Tarpon. Like 
dancing, performance ofKalymnian song depends on the presence ofkefi, the physically 
tangible energy produced by the right combination of contributing factors-the nature of 
the occasion, the ambience, the personal chemistry of the participants, and individual 
moods . A young member of a musical family told me: "When my sisters and I just sing 
sometimes at a glendi or a wedding ... If we don't have kefi we don't do it at all. We don't 
just sing, we don' t just take the microphone and sing." 
A treasured means of collective and individual expression, sung mantinades are 
also a public vehicle for the expression of extremely personal messages of love, longing, 
and friendship-as well as, in the form of peismatika, satirical duels that push the limits 
of propriety (what one of my collaborators likes to call "Kalymnian rap")4 8 In Tarpon, 
most performance of mantinades is intimately tied to dancing, with the singer choosing 
specific verses to praise the dancers, offer them encouragement, and greet the guests. 
Most currently active Tarponite singers do not have a particularly large repertoire of 
48For a nuanced discussion of vernal contest in the form of mantimides in Crete, see Herzfeld (1985: 142-
46). 
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mantinades, nor do they typically improvise verses in a way that would be expected in 
Kalymnos. In fact, they often jog their memory during performance by referring to 
handwritten notes while singing, a practice utterly foreign to the music's native context. 
My assumption has always been that this would not be acceptable by traditionalist 
Kalymnian standards-! don't think that my teachers in Kalymnos would have accepted it 
-but the following anecdote proves that in this case, even to the harshest critics, the ends 
justifies the means. 
One evening I was playing for a dance at the Kalymnian House in Tarpon with my 
musical partner Michalis Kappas, a violinist from Kcilymnos with extremely traditional 
tastes . At the end of the glendi, we began "Mera Merose" ("Day has Dawned"), a slow 
ballad with long, difficult verses that in Kalymnian tradition is generally the last song of 
the evening. A group of women and girls- mother, daughters, aunts, cousins-gathered 
around us to sing, all straining to read the words off a piece of paper held in front of them 
by a male relative. Their voices were in perfect unison, high, clear, and impeccably 
Kalymnian, and their timing was perfect; but I was annoyed that they were reading and 
not singing with all their attention. I made a face at Michalis, thinking that he would 
share my disapproval, but he said to me, "Poli oraia einai. De tha akmlseis tetoia stin 
Kcdymno. " (It's really beautiful. You won't hear this in Kcilymnos.) Surprised, I replied: 
" Ta diawizoun 6mos. " (But they 're reading it.) Michcilis shrugged. "Den peirazei. Poli 
oraia einai. "(It doesn't matter. It's really beautiful.) 
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DANCE AS UNITY 
Perhaps the most salient feature ofKalymnian circle dancing-and Greek dancing 
in general-is its remarkably egalitarian nature. Despite the presence of a leader who 
pulls the line of dancers and improvises more complex steps, the dances seem to have 
been intentionally created in such a way as to allow the participation ofliterally an entire 
village at once, with everyone joined to everyone else in an unbroken chain of hands. 
Ethnomusicologist Deborah Wong's eloquent description of the Asian-American taiko 
jam is applicable: 
The rules for . .. participation are clear: you should participate .. . 
Individuality and its diffusion into the heterogeneity of the group are essential ... 
the shared aim is to create something bigger than you; you know you literally 
couldn't do it alone (2008 :87). 
By definition a communal activity, Kalymnian dancing is at once greater than the 
individual dancer and dependent upon his or her adherence to its social, stylistic and 
aesthetic rules if it is to be successful. When all the dancers in the line are in sync, one of 
my collaborators told me, individual lines are blurred and identities merge-"all are as 
one. Everyone's on the same plane, there's a collective perception of what's going on-
when it's really good, it's like an out-of-body experience." 
Expressions ofunity and equality within the circle, the blurring or erasure of 
boundaries between individuals and even between levels of skill or expertise, are 
common. " It doesn't matter where you are in the line," one dancer said. "You could be up 
front, in the middle, at the end, doesn't matter. " The circle is a special place, a sacred 
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space where common humanity is celebrated. "There 's a bond inside the circle, a 
connection to others who have a similar passion, but to others who join in, too," a dance 
teacher told me. "Everyone in the line is equal, we're all one family." Another young 
woman emphasized the physical contact with the rest of the line: "I feel the music in my 
system, and when I hold hands with somebody, I feel it (even more) .. . it makes me 
happy, it makes me feel that everything is fine in the world, at peace." The collective, 
participatory, and egalitarian aspects ofKalymnian dancing further strengthen the bonds 
between friends and dance partners, and enable the social inclusion-and eventual 
"adoption"-of non-Kalymnians who have learned to dance. 
All of these observations must be framed by an understanding of the social forces 
at work during the Kalymnian glendi. Multiple, overlapping hierarchies of gender, age, 
experience, ethnicity, and other markers of social status conspire to produce complex 
rules that govern nearly every aspect of the social experience of music and dance. Who 
may dance at the front and rear of the line, how a new leader is selected, how long each 
dance lasts, when particular songs and dances may be performed and by whom, how 
much time elapses between dances, when the musicians take breaks, and even what types 
of praise and acknowledgment of exemplary performance are appropriate at particular 
times are all deeply encoded into the fabric ofKalymnian and Kalymnian-American 
society. My collaborators have internalized these codes to such a degree that, for them, 
they are inseparable from the very experience of dancing itself Seen from this 
perspective, the apparent contradictions of a discussion of unity and equality in an 
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inherently hierarchical (and thus "unequal") form of social expression are neutralized and 
dissolve. If all of the actors understand that each one has a part to play, and all are 
essential despite the apparent inequalities, then, as Wong suggests, the shared aim of a 
collective experience greater than the individual can be achieved4 9 Dancing functions 
both as an inclusionary, unifying force and as a flexible way for the dominant Kalymnian 
culture in Tarpon to subsume differences and assert its authority. 
RESONANCE 
All of these ideas about the importance ofKalymnian music and dance in Tarpon 
Springs can be summarized with a brief exploration of what happens to the body and 
mind of the initiated dancer in the moment they come in contact with the music that 
drives the dance. Writing of the ecological model of perception, musicologist Eric Clarke 
suggests that "(p)erception is a self-tuning process, in which the pick-up of 
environmental information is intrinsically reinforcing, so that the system self-adjusts so 
as to optimize its resonance with the environment" (2005 : 19). In Clarke's model, our 
consciousness hunts until it achieves clarity, like a digital tuner. Ethnomusicologist Greg 
Downey, discussing Brazilian capoeira, puts it in more embodied, less mechanical terms: 
"Practitioners' lived bodies, fashioned by patterns of acting in relation to the music, 
49In my experience, the apparent gender, age, and other inequalities inherent in Kalymnian dancing only 
become visible in the presence of dancers unfanriliar with these cultural and social rules of engagement (for 
example, when international folk dance enthusiasts, accustomed to an entirely different set of social mores, 
attend publicly advertised glendia). 
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respond almost involuntarily to the sonic texture" (2002:500). These two perspectives on 
embodied perception resonate forcefully with my collaborators' comments about the 
experience of physical contact with the music that they love. 
From the first moment of recognition, the music triggers the rich storehouse of 
lived experience into action, and immediately transports the dancer into the realm of 
movement and all that it holds for them. A brother and sister, both avid dancers, described 
this moment when kefi takes hold : 
Gi6rgos: I know that once I hear Kalymnika playing, the foot starts tapping first, 
then everybody gets up and starts dancing .. . 
Katerina: Once the kefi starts going ... 
Gi6rgos : Once the foot starts tapping, it goes for the rest of the night. It just goes 
through your body, (starts) from the feet and works its way up. 
Another dancer told me: "I just get goosebumps thinking about it. When you hear those 
opening notes ofthe issos and somebody just screams out 'Kalymniko!' ... all of a sudden 
the pista (dance floor) would just fill with people." 
I viscerally understand what he meant: though (because?) I have played and 
danced to it thousands of times, when I hear the characteristically brash laouto strums of 
the issos dance I get chills over my entire body, and absolutely have to move. My other 
collaborators agree: "I get that feeling every time," said one, a feeling beyond 
enjoyment. .. a mixture of ownership and responsibility, as if the music and the dancing 
were a part of his body. And beyond: "I don't know, I just feel it. It's something that you 
feel in your soul." 
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The pavement is almost empty, more abandoned bottles and cans than people. The 
breeze has shifted, taken on the characteristic chill that signals the deepest part of night, 
just before the sky begins to blue with the first hint of dawn. We 've gone through all the 
slow songs that we can think of since the dancing stopped several hours ago; the 
remaining hard core of revelers has gathered their purses, coats, keys, and sleeping 
children, and congregated around the instruments, long relocated from the abandoned 
makeshift stage to the center of the courtyard. The violin starts "Mb-a Merose," the sign 
that definitively marks the end of the gtendi, from which there is no return until the next 
time we come together. As we sing, people kiss goodbye, wish a good rest, a good new 
day; remind of appointments, errands, church duties; promise to call tomorrow, to stop 
by for coffee. 
Mera merose. T6ra ta poulia, t6ra ta helid6nia, t6ra oi perdikes, t6ra oi 
perdikopoules kelaidoun; t6ra kelaidoun, t6ra laloun kai lene: "Ksipna, afendi 
mou." 
Day has dawned. Now the birds, the swallows, the partridges are singing; now 
they sing, they speak, and say: "Awake, my lord. " 
Someone begins to sway to the slow, stately pulse of the song, and gently, like a flower 
opening, those still present join arms and glide into the steps of the issos. 
For Kalymnian-Americans in Tarpon Springs, intermediate states of being are 
definitive, a reality of daily life. Existing in a state of multiple displacements-from their 
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ancestral homeland ofKalymnos, from the mainstream of American life and identity, and 
from the mainstream of Greek diaspora culture-they tum to their inherited music and 
dance practices in search of social and internal resonance, using their bodies as a way to 
bridge the sometimes yawning gaps between the various identifications that pull at them, 
and at times push them away. In the process, simultaneously wrestling with and 
celebrating a shared artistic heritage that carries the weight of centuries-old social codes 
and yet dissolves differences in moments of collective action, they find a variety of ways 
to navigate the various paths available to them. Whether experienced as personal 
empowerment, a mystical bridge to the past, or an expression of unity that either 
reinforces or defies ethnic affiliation, the music and dance traditions ofKalymnos are 
central to the Greek-American experience in Tarpon Springs, and serve as a resonant 
passport for the perpetual boundary crossing in which their practitioners are daily called 
to engage. 
CHAPTER 7 
Th1AGINATIVE BORDER CROSSINGS 
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In this chapter, I examine the ways in which various forms of voluntary travel 
intersect with traditional music and dance practices in the Kalymnian-American 
community of Tarpon Springs. These journeys are rooted in the physical border-
crossings of immigration and seasonal migration that founded and maintain the Greek 
community in Tarpon. They also encompass the travels of musicians and dancers from 
Greece and Greek diaspora communities in the United States who visit the city to 
perform, teach, and participate in festivals and community celebrations, as well as the 
trips taken by Kalymnian music and dance enthusiasts from Tarpon to Greece in order to 
perform and reconnect with their perceived origins-a brand of cultural tourism that 
reflects the one marketed by the city of Tarpon Springs itself An inevitable, and, I argue, 
fundamental consequence of these physical journeys are the metaphorical ones that 
inhabit them-ways of traveling, through participation in traditional music and dance, to 
imaginatively engaged places of origin and longed-for, otherwise inaccessible zones of 
emotional fulfillment. 
I term these acts of physical and metaphorical travel "imaginative border 
crossings ." In so doing, I make a clear distinction between the realm of the imaginative 
and the realm of the imaginary. Imaginary things do not exist; they are exclusively a 
product of the imagination, fantastical creations with no clear footing in objective reality. 
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Conversely, an imaginative engagement with one's surroundings entails a visceral 
awareness of their everydayness, an understanding that they are rooted in lived, physical 
space, as well as a desire to establish emotional connections between these surroundings 
and other, longed-for settings or ideals. The process of imaginative travel constructs these 
connections, and reinforces them through repeated interaction. The journeys explored in 
this chapter are emphatically not imaginary; for those embark upon them, they are very 
real. 
Central to my argument is a question posed by James Clifford, who asks: "What if 
travel were untethered, seen as a complex and pervasive spectrum of human experiences? 
Practices of displacement might emerge as constitutive of cultural meanings rather than 
as their simple transfer or extension" (1997:3). I see all of the above forms of imaginative 
travel-the physical and the metaphorical-as fundamentally constitutive of everything 
that it means to be a Kalymnian Tarponite, an identity that is built from its very core on 
multiple levels of displacement and, consequently, a search for belonging. Kalymnian-
Americans in Tarpon Springs are displaced from the ancestral homeland, the rocky island 
of Klliymnos from which their ancestors sailed/0 and they are displaced from the 
mainstream of American life and identity by virtue of their intense identification with 
their ethnic heritage. This very identification as "Kalymnian" first and foremost also 
displaces them from the mainstream of Greek culture, both in Greece and in the diaspora. 
These multiple displacements-and consequent freedom of self-definition-make the 
50Quite literally. From antiquity until the opening of the first municipal airport in 2006, all travel to and 
from the island was necessarily by sea. 
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work of identification, belonging, and self-expression through imaginative travel all the 
more urgent and compelling. 
Throughout his classic treatise on postmodern tourism, Dean MacCannell (1999) 
posits that a key feature of modernity is the preponderance of what he calls "unattached 
persons," set loose from conventions and tradition. This model of "modern man as 
tourist" takes as its central theme the permanent instability of post-industrial Western 
society, a state of perpetual and unceasing crossing of borders. In MacCannell 's theory, 
postmodern tourism, an inevitable consequence of modern economic and social practices, 
is necessarily and naturally saturated by nostalgia and atavistic idealization of a frozen 
past that can be thawed and consumed at will, but never changed or critically examined. 
Kalymnian-Arnericans in Tarpon Springs are remarkable for their adherence to a 
number of "old-world" traditions that have disappeared in many other urban Greek 
enclaves, and do conform in specific social contexts to many conventional gender roles, 
patterns of behavior, and viewpoints that are characteristic of previous generations of 
Kalymnians. Yet their complicated and problematic relationship to a shared historical 
past, which at times is explicitly idealized while simultaneously being critically explored 
and relentlessly interrogated, and their incessant crossing of physical, cultural, and 
ideological borders, prompts me to challenge MacCannell's model. I dispute that we are 
dealing here with a produced or commodified version of the past. Kalymnian Tarponites' 
perspective on the music and its meaning to them as individuals and as a group is colored 
by an intimate knowledge of its various histories, as well as an everyday engagement 
with it on a visceral level through active participation. For them, their music and dance 
traditions function as magnets that attract them, bring them together, and provide the 
opportunity for them to relate to each other. They are as concerned with sociability as 
with anything else. 
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Anthropologist Lucy Lippard, paraphrasing David Harvey, writes that "tourism is 
about becoming rather than being" (1999: 11 ). I venture that all the diverse modes of 
travel introduced above, and discussed below, are similarly concerned not simply with 
expressing states of being, identifications, or affiliations; but also with an ongoing 
process of creative self-exploration to which the media of music and dance are ideally 
suited . This process of becoming "who one wants to be"-a relentlessly evolving and 
changing entity in and of itself-lies at the heart of the issues explored in this chapter. 
SEA ROADS AND SEA SONGS 
The lyrical content of much Kalymnian music narrates many of the physical and 
metaphorical journeys that play such a central role in the lives of Kalymnian Tarponites. 
Kalymnian culture, inextricably tied to the natural resources of the Aegean, has over the 
centuries produced a large corpus of popular songs that reference boats, sea travel, and 
nautical professions, and many are popular in Tarpon Springs . Some of these, such as 
Varka Yial6 ("Boat by the Shore"), concern pleasurable nautical journeys, the joys of 
sailing and fishing. But many songs, perhaps the majority, recognize the dangers brought 
on by the economic necessity of sea travel. The standard opening mantinada sung to 
Thalassaki Mau ("My Little Sea"), a popular kalamatian6 melody, directly address the 
sea itself, asking it to protect the men who sail upon it: 
Thalassa, taus thalassinaus min taus thalassaderneis: 
Rod6stama na ginesai, tin b6rka taus na raineis. 
0 sea, don' t beat the sailors with your waves : 
Become rosewater, to sprinkle on their forelocks . 
Many songs directly address the stark realities of longing, loneliness, and 
alienation that often accompany the travel of emigration. Ti Thalassa Ti Galant ("The 
Azure Sea"), a current favorite among Kalymnian Tarponites, eloquently expresses the 
painful, unfulfilled desire to be with far-away loved ones : 
Ti thalassa ti galani na tine halik6sa 
Na tine str6sa marmara, narth6 na s 'antam6sa. 
Helidanakia kai paulia, pau hamilapetate 
An deite tin agapi mau, na mau tin hairetate. 
As itan arizamena, ki 'as itan na barausa ... 
Na 'tan I thalassa steria, na tine perpatausa. 
I wish I could pave the azure sea 
To lay it with marble, so that I could come to meet you. 
My swallows, my birds, you who fly over the land 
If you see my love, greet her for me. 
I wish that it was possible, I wish that it could be ... 
I wish the sea were dry land, so that I could walk over it. 
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Absent loved ones seeking their fortunes abroad, or left behind at home while the narrator 
travels, figure prominently in much Kalymnian song, and even the tsakismata or non-
narrative refrains of songs, often improvised or drawn from the common stock, frequently 
invoke divine protection of these populations, rendered vulnerable through travel: 
Panagia kai Ai Nik6la, vlepe ta ksenakia 6la. 
Virgin Mary and St. Nicholas, watch over all our exiles. 
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A large part of the traditional repertoire, known as sJoungaradika or "sponge 
diving songs," deals with the divers' dangerous profession, their struggles out at sea, and 
the longing of those left behind on the shore, anxiously awaiting their return. These 
songs, considered "heavy" and somber, are generally not sung for dancing, but are 
reserved for the hour near the end of the glendi when the audience has physically tired 
and is ready for the intense, focused group listening and singing that the kathistika genre 
demands. The iconic sfoungaradiko in Tarpon Springs, as well as in Kalyrnnos, is Tis 
Mihanis To Farema ("The Diving Suit"51 ), also known, after the melody to which it is 
sung, as Barba Thodori or Mes 'sta Petrota. Referencing as it does the very real dangers 
of sponge diving, it is a poignant reminder to Tarponite Kalymnians of what their 
forebears risked and, in many cases, suffered to provide for their families and build their 
community. It begins from the perspective of a wife or mother, left behind on shore, and 
concludes from the perspective of the absent diver: 
Tis mihanis to Jarema tha to malamataso 
Yia na bei to kormaki sou, isos kai to glitaso. 
6nta sou valou Jarema kai dakou sou tin pasi 
Stella sou tin Kyra-Psili narthei na se glitasei. 
Yia sena vazo Jarema, gia se 'trava markoittsa, 
Yia sena mou Joresane ta sidere papoittsia. 
I'll cover your diving suit with gold 
So that your dear body will enter, and perhaps I'll save it. 
When they dress you in the diving suit, and give you the net 
I'll send Kyra-Psili52 to you, for her to come and save you. 
5 1Literally "The Suit of the Machine." Kalymnians refer to the deep-sea diving suit, with its iconic helmet 
and weighted boots as skafandros or "man-boat," and to the diesel-powered engine that pumps the 
compressed air to the diver through his breathing hose as i mihani or "the machine." 
52Panagia Kyra-Psili, "The High Lady" (known in English as "Mad01ma of the Mountains") is a chapel 
dedicated to an especially revered aspect of the Virgin Mary, located in a cave in the mountains above the 
For you I put on the diving suit, for you I pull the breathing hose, 
For you they've put the iron boots on my feet. 
Through this heart-wrenching song, listeners are transported into the helpless woman's 
emotional state, as she whispers fervent promises in front of her household icon stand; 
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and they travel to the cold depths of the ocean, as the diver reminds himself why he risks 
death for two-thirds of his waking hours . We will return to these instantaneous, 
metaphorical journeys later, when we consider their function and effects on the 
psychology ofKalymnian Tarponites. As permanent ksenitemenoi-"exiles," "away-
from-home"-they are profoundly alienated from both the motherland and their absent 
loved ones. Singing and listening to songs whose perspective assumes a grounded, at-
home protagonist, they intensely feel the extent of their multiple displacements. 
TARPON SPRINGS AS CULTURAL DESTINATION 
Tarpon Springs is also a frequent travel destination for musicians and dancers 
from Kalymnos, Greece, and the Greek diaspora. These visitors journey to Tarpon for 
various reasons: to provide music for Kalymnian Tarponite functions and festivities ; to 
attend dance festivals and competitions organized by the local Orthodox Church and its 
affiliated dance group, Levendia; and to conduct special workshops in Kalymnian and 
other Greek music and dance traditions for the community. All of these visitors contribute 
to the life ofKalymnian music and dance in Tarpon by perpetuating its practice, enriching 
village of Vathis in Kalymnos. 
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repertoire, establishing new patterns of musical behavior, and, in the case of those who 
travel to learn it, by adding to its value in the eyes of the community. Greek-American 
visitors benefit from the exposure to what they view as the "more authentic" way of life 
in Tarpon Springs, where traditions have been maintained to a greater degree than 
elsewhere, and hired musicians reap substantial material rewards for their services. 
Musicians from Kalyrnnos have been traveling to Kalymnian diaspora 
communities in the United States for work since at least the second decade of the 
twentieth century, when the island's first noted violinist, a monk named The6doros (also 
known in Kalymnos simply as Kal6geros, "the monk"), visited the sizable Kalyrnnian 
enclave in Campbell, Ohio to raise money for his needy monastery53 With the exception 
of Skevos Karavokir6s, an elderly Kalyrnnian tsambouna player who rarely performs in 
public, there are currently no musicians residing in Tarpon Springs capable of executing 
instrumental Kalymnian music to the satisfaction of the local community, and this has 
been the case for several decades . A great deal of status is attached to live traditional 
music in the specific style made famous by the Tsounias brothers, Mikes (violin) and 
Manolis (laouto )54 at Kalymnian functions and celebrations in Tarpon Springs, and 
families routinely go to great expense to bring musicians from Kalymnos to perform at 
weddings, baptisms, engagements, or other events. The Kalymnian Society and, more 
recently, the city's division of Historical Resources, also occasionally bring musicians 
530ral tradition holds that The6doros returned to Kalyrnnos with two pillowcases full of gold coins to show 
for his fiddling. 
54The Tsounias brothers were at their artistic peak in the 1970s and early 1980s, and were the last semi-
professional musicians of their generation, in demand for nearly every community event in Ka.Iyrnnos for 
decades. 
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from Kalymnos to perform at New Year 's and Epiphany (January 6), the most important 
date on the Kalymnian-American calendar. This opportunity to contract "authentic" 
musicians without paying their round-trip airfare from Greece is often seized by families 
planning private events for this time of year, and the musicians are frequently able to earn 
a large amount of money, both in fees and tips, in a relatively short period of time-an 
unlikely occurrence at home in Kalymnos where there is more competition and traditional 
music is often not as valued. 
In his mid-thirties, violinist Michatis Kappas is widely recognized as his 
generation's leading exponent of the traditional Kalymnian style. Michalis, a Byzantine 
archeologist now working in Kalamata in southern Greece, is a regular visitor to Tarpon 
Springs. He comes once or twice a year to play at Kalymnian Society dances, weddings, 
and other community functions . Michalis and I have been playing violin and laouto 
together for roughly a decade, and I usually accompany him when he performs in Tarpon. 
When I asked what coming to Tarpon Springs means to him, he replied: 
For me, it's a chance to play, for us to play . .. as you know, I rarely play in Greece, 
since there 's nobody to play Kalymnika with in Kalamata. And the glendia here 
are as good, if not better, than anything going on right now in Kalymnos, as far as 
I know. Of course, I don' t live there anymore, and I haven't for some time, but 
from what I can tell, people here understand the music and dancing to an extent 
that you might not find so easily in Kalymnos. Now there's a recent revival of 
interest in Kalymnos in having traditional music at houses for engagements and 
n?fost6lia (the ceremonial preparation of the bridal bed), but at weddings and 
baptisms the violins play for an hour and then they leave, and the bouzouki a start. 
Here we can play all night, just pure Kalymnika, and they dance until morning. 
It's really very nice. 
For him, musical visits to Tarpon entail the opportunity not only to supplement his 
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income, but also to perform for appreciative audiences who have the knowledge and 
skills to appropriately interact with his music, and the enthusiasm to do so repeatedly and 
at length. Tarpon has become a place where he and his peers enjoy considerable prestige 
as instigators of celebratory musical events, as well as a site of satisfying artistic 
experiences that are often missing in his daily life, even on his trips back home to his 
native island. 
PEDAGOGICAL JOURNEYS 
During their visits, Michalis and other musicians have also begun to offer 
workshops in traditional Kalymnian violin, laouto, and tsambouna, and well as non-
Kalymnian Greek percussion, as part of the city's NEA-funded Greek Arts Initiative. 55 
These classes attract both local youth of Kalymnian and other Greek descent as well as 
residents of the wider Tarpon Springs and Pinellas County area. Through participating in 
these workshops as instructors, musicians acquire not only added income, but also an 
added degree of status in the community; the local government promotes them as master 
teachers as well as performers, and they are seen as passing on valuable musical 
information that may otherwise be lost. This is particularly significant vis-a-vis the 
55To date, workshops have been offered on multiple occasions by violinist MichaJ.is Kappas and tsambouna 
player Manolis Houllis, two noted musicians from Kilymnos, as well as myself. Additionally, a local Greek 
bouzouki virtuoso, George Soffos, has been conducting ongoing workshops, and classes in Kalymnian 
dancing, cooking, and other folk arts have also been given by local residents. With funding from the Greek 
Arts Initiative, these music instructors have also produced audio recordings for distribution to the workshop 
participants. 
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Kalymnian violin and laouto tradition, whose central figures of the past several decades 
have been notoriously unwilling to teach anyone but their own descendants for fear of 
competition in the musical marketplace. In the few years that these workshops have been 
taking place in Tarpon Springs, an extremely dedicated cadre of pupils has emerged, and 
conversations with them reveal the degree to which learning the music has made an 
impact on their lives and deepened their feelings of connection to their shared culture. 
The Greek Arts Initiative is the brainchild of Tina Bucuvalas, a Greek-American 
folklorist originally from Southern California. Since becoming Tarpon's Curator of Arts 
and Historical Resources, Bucuvalas has created an interactive exhibition on the local 
Greek community in the Tarpon Springs Heritage Museum, organized several popular 
folklore and maritime festivals, and has been instrumental in achieving recognition for 
several Tarpon artists in the form of Florida Folk Heritage Awards. She told me that the 
Initiative and its associated workshops were born out of a desire to help preserve the 
richness ofKalymnian culture that she found when she moved to Tarpon, as well as to 
emphasize to both visitors and the locals the multiple connections between Tarpon, 
Kalymnos, and other places: 
I was impressed that there was as much of it here as there was. Because what's 
normal in Greek communities around the country .. . is (that) there 's a certain level 
of things that are retained and a lot of things, like regional identity, fall by the 
wayside. But this wasn't just regional identity, this was island identity. So the 
more I was here the more I learned, and the more I realized there was .. . it's like 
the tourism theory, the front door and the back door: you present a certain 
amount, the tourists come in the front door, but there's so much in the back room 
that's not being talked about. I didn't totally understand either because I'm not 
Kalymnian. So the more I've been here the more I've realized how rich it is . I can 
see ways in which it's falling away but I'm always impressed by how strong the 
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connection is and how much back and forth there is. I think that's because we ' re 
now such a transnational world, due to communications and transportation, that 
we don't have to live in one place anymore. We're all over the map . Our mental 
maps are all over the map. 
Bucuvalas ' efforts, and those of the musicians, dancers, and other folk arts 
practitioners with whom she collaborates in the form of exhibitions and workshops, call 
to mind ethnomusicologist Kay Kaufman Shelemay's notions about the fieldworker 's role 
in the transmission of tradition (1997 : 198-200) . Shelemay suggests that fieldworkers are 
often implicated in this process in three ways: preserving tradition, memorializing 
tradition, and mediating tradition. The workshops, performances, and audio recordings 
that constitute the activities of the Greek Arts Initiative have become a lively forum for 
participants, both instructors and students, to take part in all three aspects of this process 
of transmission by engaging in dialogue with the tradition and with each other. 
The violin workshops, taught by Michalis Kappas and me, have been among the 
Greek Arts Initiative 's most popular educational efforts. The students arrive early and 
leave only when we do, savoring every second of the opportunity to ask questions, have 
their playing evaluated, and listen to us play up close without the distractions of a social 
dance setting. During the months between workshops, they get together regularly to 
practice the tunes we have taught them, and in the three or four years since the first 
classes were organized, the most serious students have made tremendous progress . The 
intensive nature of the workshops- usually several hours a day for a whole week in 
January, or a long weekend at other times of year- provides an immersion atmosphere 
that accelerates learning. Most of the students are Kalymnian, and being traditional music 
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and dance enthusiasts, already know many of the songs by heart and have unconsciously 
internalized stylistic details that suddenly come to the surface in their playing. 
Tasos Karistin6s is the only remaining full-time sponge diver in Tarpon Springs. 
His smiling, sun-browned face and his boat, the Anastasi, are familiar sights to anyone 
who strolls the sponge docks on Dodecanese Boulevard. He has been the frequent subject 
of newspaper articles and television documentaries, and in 2010 received a Florida Folk 
Heritage Award for his role in maintaining traditional methods of sponge diving. In his 
late fifties, Tasos is also one of the most dedicated and enthusiastic participants in the 
violin workshops, fueled by a long-dormant passion that has been rekindled by the 
relationships formed through learning the music. His father was a well-known violinist 
on his native island of Evia (Euboia), and as a child, Tasos was in love with the 
instrument. "My father would play for us sometimes at night, and we would just sit there 
with our mouths open, completely bewitched," he told me. "We couldn't sleep all night, 
thinking of that sweet music." But his father, embittered by the long sleepless nights, 
heavy drinking, and financial uncertainty of his profession, discouraged Tasos from 
learning, and over the years of working and raising a family his will to play went 
dormant. 
When he heard about the violin workshops, Tasos bought a cheap instrument and 
immediately signed up . Now, he says, he has stopped going to coffee houses or bars at 
night-he only wants to sit and play the violin. "I hear this music, and it takes me back to 
my childhood," he told me. "I want to learn, to go to my father's grave and play the 
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Kavadoritiko (a dance native to Evia) for him, to show him, ' See, I learned it!' He used to 
play that so beautifully." He plans to bring his father 's violin, an antique Belgian 
instrument, from Greece later this year, and hopes that it will inspire him to play better. 
Though he is excited by the new opportunity to make good on his lifetime of longing to 
make music, Tasos, like the other students, privileges the relationships that he has formed 
through participation in the workshops. "I don't care if I never learn to play-just the 
friendships that I've made with you and Michalis and the other students make it worth it." 
There are six students today, the last session of a weeklong series of workshops. 
They're sitting in a semi-circle with Micha1is in the center, furiously bowing in front of 
the life-size murals of manatees, coral-colored fish, and sponges. We sing out the words, 
an irreverent Carnival song: "Palav6s pou ' nen o k6smos na pistevei tou papa." (People 
are crazy if they believe what priests say.) Skevos just brought sprigs of dewy basil to 
everyone from outside, and we've all placed it behind our ears, in breast pockets, 
wedged one into the headstock of my laouto. The sweet scent is wafting through the room, 
swirling to the ceiling with the "Eeeeeeeeeee " at the turnaround of the song, 
transporting me to a dozen different places and times and tunes. Argin6nta, Kiclymnos, 
tsambounes on the beach with Barbayiannis and Periklis; walking through narrow lanes 
at night, afull moon, waves crashing and slithering back to sea; singing our lungs d1y, 
eyes closed, arms around each other :S shoulders; the last whisper of air through the 
reeds, the silence of the rocks shouting back at us, empty thunder in my ears. The tune 
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stops; I open my eyes. Michalis nods. "Let's play it again. " 
Tarpon Springs has also frequently been a destination for enthusiasts of traditional 
Greek dancing through various dance workshops and festivals. Organized by the Greek 
Orthodox Metropolis of Atlanta and focusing on a different Southeastern American city 
every year, the Hellenic Dance Festival, a competition and exhibition of traditional Greek 
dance groups, has several times been held in Tarpon. The periodic Winter Dance 
Conference weekend, which brings renowned dance instructors from Greece and the 
Greek diaspora to conduct special workshops in regional dance styles for performing 
groups and interested individuals, was founded in Tarpon Springs in 1985 and has taken 
place there numerous times . Despite the different aims of the two festivals, they both 
have highlighted the unique Kalymnian character of Tarponite Greekness, and much of 
their attraction has revolved around the aura of "authenticity" that surrounds Tarpon 
Springs in the minds of Greek-Americans. 
Kalymnian Tarponites generally acquire little or no new knowledge of their own 
traditional dances through these workshops; rather, they serve as an opportunity for their 
special skills and expertise to be recognized, and their feelings of authenticity validated, 
by admiring visitors from other parts of the Greek diaspora. One young Kalymnian 
Tarponite man related his visiting friends ' reaction to these music and dance events: 
I know these kids from Campbell (Ohio) that came down ... they were like, "this 
is awesome, we never. .. have stuff like this." It's nice to have Kalymnika 
playing, it makes you proud of where you come from. The Campbell kids are 
Kalymnian ... but (here) this is the real deal. 
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Reflected in the gaze of others, they turn and look at themselves in a positive, 
appreciative light, not always the case in the day-to-day struggles with their complex 
heritage. These events are also the site of networking and community building throughout 
the wider Greek-American scene, as friendships are made and renewed on the dance floor 
and after hours in cafes and nightclubs. It is to the bond forged between people through 
common experience of music and dance that we will now turn, this time in the context of 
travel by Kalymnian Tarponites away from Tarpon Springs. 
STRENGTHENING TIES THROUGH MUSIC AND DANCE 
"Tourism," writes Lippard, "is the apotheosis of looking around, which is the root 
of regional arts as well as how we know where we are" (1999: 13). For Kalymnian 
Tarponites, looking around their daily environment is a potentially confusing act, with 
various conflicting identity markers-Greek, American, Kalymnian, non-Kalymnian-
competing for prominence and attention. It is not always immediately clear to them 
where, or who, they are. Participation in their own regional arts, then, can serve as an 
orientating experience that solidifies what is often a fractured sense of self and 
strengthens the bond between members of the Kalymnian diaspora community, 
particularly when it occurs away from the familiar surroundings of Tarpon Springs . 
Clifford asks another question that is relevant here: "How do groups negotiate themselves 
in external relationships, and how is a culture also a site of travel for others?" (1997 :25). 
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In this section I will briefly discuss an example of cultural tourism that speaks to this 
question: the music and dance tours to Kalymnos and other parts of Greece organized by 
Levendia, Tarpon's primary Greek dance group. The experience of these trips heightens 
participants' awareness and appreciation of their inherited traditions through 
simultaneous contrast to and resonance with what they find on tour, and deepens the bond 
between participants through intensely felt shared experience. 
Levendia,56 founded in 1979 by Kalymnian-American dance instructor John 
Lulias, has in many ways become the public face ofKalymnian folk arts in Tarpon 
Springs. Over the more than thirty years since its inception, the group has counted 
hundreds of local youth and adults among its members, conducted weekly classes in 
regional Greek dances, given hundreds of performances, and organized dozens of 
festivals, conferences, social dances, and charity events. A central focus of the group's 
mission has always been to emphasize and explore the connections between diaspora 
culture in Tarpon Springs and its roots in Kalymnos, and to that end a trip to Kalymnos 
and other parts of Greece was organized in 1983. For many second- and third-generation 
Tarponites, including Lulias himself, it was the first trip to the homeland, and emotions 
ran high as they visited the Athenian Acropolis, Delphi, and other ancient sites that to 
them had previously existed only in films, books, and the imagination. Clifford tells us 
that "thinking historically is a process of locating oneself in space and time" (1997: 11 ). 
When Levendia's trip culminated in a brief stay in Kalymnos, family lore, faded 
56Levendia can be translated as "nobility," "dash," or "bravery," and is a quality usually associated with 
vigorous youth. 
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photographs, and muffled voices previously heard only via transatlantic phone calls 
exploded into vivid and emotional reality, and participants were suddenly able to clearly 
and definitively locate themselves at an intersection of multiple places and times, arriving 
at a degree of understanding of self and community through the experience of music and 
dancing that was previously out of their reach. 
The high point of the visit was a dance performance, accompanied by Kalymnian 
musicians, in the main square of P6thia, the port and capitol of the island. For many 
participants, the experience was an epiphany. "When I danced in Kalymnos, it really 
kicked in for me," explained one member ofLevendia, who was sixteen at the time and 
had not been back to Greece since immigrating to Tarpon with his family as a toddler. "I 
understood that I was part of something thousands of years old, that these dances and 
songs make me who I am as a person ... it's where I come from ." Another member, at the 
time of the trip fifteen years old and only marginally interested in traditional music and 
dance, recalled the following: 
The time I did go to Kalymnos, with Levendia in 1983 ... we stayed 3 or 4 days on 
the island, and I will never forget the reaction of the islanders when we danced. 
Tears were streaming down their faces, and even for a young punk like me I 
remember thinking that we were doing something really beautiful. One of my 
father's relatives said that "you're doing something that our own kids are 
forgetting," and I never forgot that. It was amazing ... coming back to the States I 
had a much greater appreciation. 
Yet another participant in the trip, a recent college graduate who was also visiting Greece 
for the first time, related scenes of intense emotion, memory, and a feeling of belonging, 
and found moving parallels with a later trip in 2006: 
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I cried when we were dancing in the square. I was thinking about my 
grandmother, wishing she was alive .. . The island emptied and came to see us 
dance. We were the Americans, the amerikanakia,S7 the ksenoi (foreigners), but 
they said "wow, they really follow traditions better than we do." It's funny ... 
years later we went back, in 2006 . I was married, and I danced with my wife, and 
my son, and my aunt Sevasti, so there were three generations dancing, all in the 
same place. 
All of these accounts stress the significance of these trips to Kalymnos in terms of 
both a feeling of deep connectedness to the island's history, traditions, and people, and a 
realization, buoyed by the natives' enthusiastic reactions, that the Kalyrnnian Tarponites 
were participating in and indeed creating something both "authentically Kalymnian"-
how could it be otherwise, if the native Kalymnians reacted as they did?-as well as 
uniquely their own. Participants in these trips, particularly the initial one in 1983, 
consistently describe them as "amazing," transformative experiences, and cite them as 
defining moments in their lives that created a special bond between all who lived those 
magical moments together. 
MUSIC AND DANCE AS A MEANS OF TRAVEL 
For Kalymnian-Americans in Tarpon Springs, the traditional music and dance of 
their heritage often helps facilitate physical travel, and provides an opportunity to journey 
to otherwise inaccessible geographical locales. Levendia's group trips to Greece, dance 
competitions and conferences throughout the United States, and performances at Greek 
57The neuter diminutive of Amerikanos ("American"), amerikanaki, is often used in a slightly pejorative, 
condescending way by Greek speakers- meaning something like "naive little American of Greek descent." 
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church festivals are all organized and funded with the express purpose of exposing local 
youth to their cultural heritage and perpetuating its practice in the community. The 
majority of these small-town residents would not ordinarily travel as frequently or to such 
destinations without participating in the dance group. As we have also seen, musicians 
from Kalymnos and the Greek diaspora travel to Tarpon to provide their services and 
participate in the cultural life of the city, accruing both financial reward and considerable 
prestige in the process. These forms of travel are expressly made possible by participation 
and competence in traditional music and dance. 
For Kalymnian Tarponites, the folk traditions ofKalymnos also function as a 
means of metaphorical travel to other places or times, imagined or real, if only in the 
idealized past. For some, particularly second- and third-generation Tarponites whose 
contact with Kalymnos has been limited, the songs and dances of their ancestral 
homeland evoke sepia-tinged nostalgia, memories of deceased grandparents, and tales of 
an agrarian past-what one of my collaborators identified as "the Kalymnos of 
yesteryear" in his father-in-law's songs and stories-that, despite its evident hardships 
and cruelties, retains in the telling its idyllic charm. Songs of emigration, exile, foreign 
oppression, and the travails of sponge diving are relevant to the Kalymnian-American 
audience, and viscerally felt, if to varying degrees . 
But for other members of Tarpon's Kalymnian-American community, tangible 
feelings of longing, loneliness, anxiety, and emotional anguish are a very real part of 
daily life. Many Kalymnian Tarponites have lost relatives or friends to the dangers of the 
109 
sea and of sponge diving, and the sfounganidika songs resonate sharply with them. 
First-generation immigrants are often separated from parents, siblings, spouses, or 
children for months or years at a time, and immersion in the experience of music and 
dancing can be, for them, a way of being with distant or departed loved ones and 
soothing, if only momentarily, the pain and longing of separation and exile. One young 
woman, a talented dancer who sees her father only once a year when she visits him in 
Kalymnos, told me the following: 
My dad, dancing, and Kalymnos. These are the three things that will make 
me happy in the world. Nothing else. It makes me so happy. It makes me 
think that everything is fine with the world, that there 's peace . .. When I 
do (certain steps of) the sousta ... I always watched my dad when he was 
dancing, at all kinds of weddings, he would do it so good, and it just 
inspired me. I love that picture, I can picture it right now ... When I do that 
part, I always think of my dad. I just wish he was here . .. But, I make him 
proud with that, just that one spot. I make him so proud. Dancing ... 
let's just say dancing is my life. 
For Kalymnian-Americans suffering from such emotional ailments-the common 
casualties of transnational being-music and dance give voice to what might otherwise 
be silent suffering, and act as their imaginative passport to otherwise inaccessible 
emotional states of fulfillment and joy, where "everything is fine with the world," and 
they can finally be home, at peace. 
We 've just played "Mera Merose, "but instead of putting away the violin, 
Michalis gives me a nod and begins "Tis Galanouenas, " one of the most difficult slow 
kathistika. He motions to Rini6; she gets up and walks slowly over to where we're sitting, 
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in front of the speakers that are still on despite the nearly empty courtyard. She picks up 
the microphone, closes her eyes, lifts her chin, and begins. "Eeeeeeeeee ... " 
M 'irthan boulatsa ts'eipan mou ta hairetismata sou ... 
Little birds came and gave me your greetings ... 
She lowers the mic to her side, sways in time with the music, her left hand raised in the 
ail: fingers tracing the contours of the melody as we repeat the last phrase. 
Tsai tharrou bos imilou mou ta heili ta dika sou. 
And I thought that your own lips were speaking to me. 
She chokes back a sob on the last syllable. She places the microphone on its stand, wipes 
her eyes, and walks away. 
Throughout this chapter, I have examined the role played by the music and dance 
traditions ofKalymnos in various forms ofvoluntary travel among Kalymnian-
Americans in Tarpon Springs, and how the intersection between these folk arts and 
various journeys informs their practitioners' internal narratives. Kalymnian-Americans in 
Tarpon Springs use the combination of their cultural resources and travel to fashion a 
sense of belonging and construct an identity that seeks to transcend the state of 
displacement and isolation in which they often find themselves. Through these actions, 
they both take on and subvert the role of tourist vis-a-vis their own cultural heritage, and 
take on responsibility for creating new paradigms for defining what it means to be a 
Kalymnian Tarponite. They use their experience of traditional music and dance not only 
to recognize the boundaries separating identities and places, but to cross and re-cross 
them, traversing diverse worlds and founding their own emotional and imaginative 
homelands. 
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CHAPTERS 
PERFORMING IDENTITY, PERFORMING BELONGING 
In the previous two chapters, I have discussed how Kalymnian-Americans in 
Tarpon Springs use their music and dance traditions as a resonant bridge between 
competing cultural affiliations, as well as how these traditions function for them as a 
means of imaginative and emotionally fulfilling travel. In this chapter, I focus on dance, 
song, and instrumental performance ofKalymnian, and specifically Tarponite Kalymnian, 
identity as a marker of belonging and distinction. Exploring these manifestations of an 
identity that is simultaneously transnational and intensely local, I highlight the ways in 
which Kalymnian-Americans in Tarpon Springs use music and dance performance to 
distinguish themselves from other members of the Kalymnian diaspora. In addition, I 
examine how affiliations with different manifestations ofKalymnian music and dance 
illustrate the diversity of ideas about what it means to be Kalymnian in Tarpon Springs. 
These inquiries are framed against the backdrop of the Pan-Kalymnian Federation 
of America's annual convention, held in Tarpon Springs from January 5-8, 2012. The site 
of this gathering rotates among the various locales in the United States with large 
Kalymnian populations and organized Kalymnian philanthropic societies or social clubs; 
analogous conventions are also held in Australia, which has a large Kalymnian 
population, and in Kalymnos itself. The 2012 convention, hosted by Tarpon's "Agios 
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Panteleimon" Kalymnian Society, was attended by representatives from Kalymnian 
communities in Ohio, New York, Washington, D.C. , Indiana, and the Bahamas, as well as 
a dignitary sent by the mayor ofKalymnos. The timing of the convention was deliberate, 
coinciding with Tarpon's renowned Epiphany festivities , which annually draw thousands 
of visitors from all over the world. Accordingly, the convention featured nightly events 
with live music, social dancing, and performances by visiting and local Kalymnian dance 
groups, giving Tarpon's Kalymnians the opportunity to showcase local iterations of 
Kalymnian traditions and assert their community's strength and prestige on a pan-
diasporic stage. 
As we have seen, Tarponite Kalymnians are fiercely proud of their heritage and 
distinct regional identity, which they frequently invoke to distinguish themselves from 
other members of the Greek diaspora. Their command of the Kalymnian dance idiom is 
usually ascribed, by both themselves and other observers, to the relatively homogenous 
cultural makeup of their community and to their exposure from birth to primarily 
Kalymnian influences. For them, according to one, 
When you're dancing to Kalyrnnian, it comes instant. You don't have to think 
about it, you don't have to think about what your feet are doing, or what the 
person next to you is doing, you're just in that moment because you already know 
that step, you know everything about that style. You adapt to that style so much 
by being here that you don't even have to (think) ... say you're doing a Pontian 
dance, you have to think, "Oh, I have to bend my knees because I have to bob." 
With Kalymnian, you don't have to think, it just comes like that. (snaps fingers) 
This naturally embodied fluency in Kalymnian traditions has served to distinguish the 
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local dance groups, Levendia and Tzivaeri, from their peers in other Greek-American 
communities during Greek dance festivals and church-sponsored competitions throughout 
the Southeastern United States. Levendia, the more active of the two groups, consistently 
wins first place for dancing, singing, and style at nearly every such competition, and the 
group 's members see these activities as an assertion of who they are and where they come 
from. "When we're up there dancing," one of my collaborators from Levendia told me, 
"we're representing Tarpon Springs, our families, our friends .. . It's almost like we' re the 
ambassadors of the city." Others explicitly make more ambitious claims, speaking of 
representing not only Tarpon but Kalymnos itself, which is certainly how the group is 
perceived in the wider Greek-American community. 
But what, if anything, gives Tarponite Kalymnians the authority to speak for or 
define what it means to be Kalymnian, and not just Kalymnian in Tarpon Springs? The 
2012 Pan-Kalymnian convention gave Tarponite Kalymnian dancers and musicians the 
opportunity to explore this question in dialogue with other localized versions of diasporic 
Kalymnian identity as embodied by their guests. Through their virtuosic performance of 
commonly recognized markers ofKalymnian being-particularly music and dance-the 
Tarponite hosts sought to distinguish themselves from their peers and defend their 
reputation as privileged bearers of "authentic" Kalymnian tradition. 
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INVITATION AND CHALLENGE 
The Tarponite Kalymnians ' commitment to virtuosic and authoritative 
performance ofKalymnian identity was apparent from the inception of the 20 12 Pan-
Kalyrnnian Convention. The opening night's social event was held at the Kalymniko Spiti 
or Kalyrnnian House, headquarters of Tarpon's Kalymnian Society. Local women cooked 
copious amounts of traditional Kalymnian delicacies, such as.fyl/a (boiled grape leaves 
stuffed with rice, ground meat, and onions), arvitsa (chick peas and tomatoes cooked in a 
clay oven), and kejtedes (fried meatballs). His Eminence Nikitas Lulias ofDardanellia, a 
Tarpon-born bishop ofKalymnian descent who was the Greek Orthodox Church's 
inaugural Metropolitan of Hong Kong and Southeast Asia-the highest ecclesiastical 
rank to be held by a Kalyrnnian-gave the blessing, and his cousin, Congressman Gus 
Billirakis, another Tarpon-born Kalymnian who holds the highest political office of any 
Kalymnian-American, contributed opening remarks. Even before the music and dancing 
began, Tarpon's Kalyrnnian community asserted its gastronomic, religious, and political 
authority to all present. 
Micha.J.is Kappas and I were responsible for providing the music for the event on 
violin and laouto. Significantly, this opening night, on which the local Kalymnians aimed 
to set the tone for the conference, was programmed to exclusively feature live traditional 
Kalymnian music, rather than the customary alternation between the band and a DJ that 
would be the standard for the rest of the weekend. Tables and chairs were set up outside 
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in the Kalymnian House's spacious flagstone courtyard; ringed by a tall white fence and 
imposing oak trees hung with Spanish moss, the setting was reminiscent of a panigiri or 
religious celebration in a church courtyard in Ka1ymnos. The crowd was near capacity, 
. two hundred people or more at its height; roughly half were local Kalymnians, and the 
rest were visitors, mostly Kalymnians from Ohio and New York. We set up with our 
backs to the whitewashed wall of the main building, and after fiddling with the ancient 
PA system-the same crusty Peavey sound board and speakers that Levendia used at their 
first dance 30 years ago-we started to play. 
The night was warmer than we were expecting, but still cool enough to see our 
breath when we sang, and for our hands to numb slightly if we took a break for more than 
a few minutes . Ouzo was fetched to warm us and smooth our voices, and after about an 
hour of playing slow instrumental pieces as background music for dinner, we started 
Gictla, an iconic issos, and a group of local college students from Levendia got up to 
dance. The loose and noisy atmosphere changed immediately, as it often does when the 
first dancers hit the floor; everyone's attention focused for a moment on the bouncing, 
swaying line, people craning their necks or standing to catch a glimpse of the footwork. 
One ofLevendia's dance instructors grabbed my microphone and sang the long, drawn-
out "Eriiiiiiiiiii" that introduces the verses of welcome: 
Hilia kal6s evrethime, hilia kai di6 hiliades 
San karav6loi prasinoi mesa stis prasinades I 
Yia des trapezia arhontika, potiria kroustallenia 
Agapita pros6pata sto giro kathismena. 
A thousand, two thousand times well we've come together, 
Like green snails in the verdant places! 
Look at these noble tables with crystal glasses 
And beloved people seated around them. 
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Her gesture of hospitality-We/come, Kalymnian brothers and sisters! As your 
hosts, we offer you abundant food, drink, and entertainment- contained within it an 
assertion of authority, and a friendly challenge, especially considering the presence of the 
visiting Kalymnian dance groups . This is how we do things here, she seemed to say. We 
are the first to get up and dance, the first to sing, and will do so with impeccably 
traditional style until the music stops. What about you? 
This gesture set the tone for the rest of the evening. Roughly half a dozen 
Tarponites spontaneously came up to the microphone and sang at different times, reeling 
offmantinades and rhymes to their friends' cheers and whistles . The members ofTzivaeri 
and Levendia repeatedly requested specific songs that they all knew by heart, having 
learned them for performances or competitions, and belted them out with coordinated 
passion, stamping their feet and stabbing the air with their hands to emphasize the 
accents. At one point there were so many people dancing, and so little available space to 
fit them, that they were knocking over our microphone stands as they passed in front of 
us, and we had to hastily squeeze together against the wall . When the dance floor was 
completely full , Michalis and I sat glued together, our thighs touching, clouds of warm 
breath mingling in the frigid air, his bow occasionally smacking into the face of my 
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laouto. The atmosphere was one of almost maniacal merriment, shouts and ear-piercing 
shepherd's whistles giving way to hysterical laughter at improvised satirical verses. After 
a particularly scandalous rhyme, one old lady rushed forward in mock horror to throw a 
handful of pepper in my mouth as punishment for the "spicy" lyrics. 
At the midpoint of the evening, around 11 pm, Michalis and I took a break so that 
a choir of current and former members of Levendia could perform a traditional 
Kalymnian Epiphany carol; afterwards, the visiting dignitary from Kalymnos and the 
convention's organizing committee addressed the crowd and raffled off a pile of 
luxurious sponges. Following this pause in the festive dancing, Michalis and I convinced 
Skevos Karavokir6s, Tarpon's lone remaining tsambouna player, to fetch his instrument 
from home. As he hooked his tsambouna up to an air compressor to help his weakened 
lungs keep the bag full, murmurs of surprise and delight ran through the crowd of visiting 
Kalymnians, many of whom had never seen a tsambouna outside ofKalymnos. Despite 
his initial bashfulness, Skevos played old shepherd melodies for over an hour, drawing a 
circle of dancers around him with his own unique sousta melodies and inspiring an 
impromptu duel of peismatika (satirical couplets) between Michalis and me. His 
daughter, son-in-law, nieces and nephews watched proudly, clapping their hands and 
singing along, and the visitors marveled at what one told me could have been a scene 
from Skevos' native village ofVathis one hundred years ago58 
58Like many Kalymnian men of his generation who grew up herding goats in the mountains, Skevos learned 
to play tsambouna at an early age. He has many stories of making and playing the instrument in childhood, 
as well as entertaining his fellow sponge divers while working on sponge boats off the coast ofBengazi as 
a teenager. He immigrated to Australia in the 19 50s, married, and eventually stopped playing, even losing 
his tsambouna. When he moved his family to Tarpon Springs in 1973, he was reunited with his childhood 
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Significantly, nearly everyone who danced at the opening night event was a 
Tarponite. The vistors from Ohio, New York, and other Kalymnian enclaves stood or sat 
in small groups, watching and listening, and until the very end almost none of them 
joined in the dancing. I wondered if they were intimidated, and thought of a comment 
made by a non-Kalymnian member ofLevendia, who said that before he joined the group 
and got to know them, they reminded him of a swim team from another school : cool, 
competitive, and aloof When I later pointed out the visitors' lack of participation to one 
of the local dancers and organizers of the event, she frowned . "To be honest with you, I 
didn' t really notice," she said. "I hope it's not because they were being competitive." 
Though I was initially puzzled by this remark-if anyone was being competitive, it 
seemed to me to have been the hosts, not the visitors-upon further reflection her 
perspective made sense. The local Kalymnians were simply doing what they do: pouring 
their hearts into the music and dancing that they love. To them, their behavior was as 
much an invitation as a challenge. From the Tarponite point of view, if the visitors were 
intimidated and chose not to participate, it was simply because of their own insecurity, 
inexperience, or inability to perform up to the standard established by the locals. 
friend , tsamboima player Nikitas Tsimoi1ris, but did not take the instrument up again until much later. 
Skevos is a humble and quiet man, and his own children had no idea that he played tsambouna until his 
daughter brought one back as a souvenir from her honeymoon in Kalymnos. Thinking that her father would 
perhaps like to hang it on the wall, she was surprised when he inflated it and began playing in the baggage 
claim area of Tampa International Airport. Since then he has not only resumed playing tsamboima, but has 
also taken up the violin, laouto, lyra, and clarinet, in order, as he told me, "to pass the time." 
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PERFORMING AUTHORITY 
These same issues of competitive performance of identity came to the fore a few 
nights later at the convention's main social event, the Epiphany Ball . Held in the spacious 
function hall owned by Tarpon's St. Nicholas Greek Orthodox Cathedral, the Ball had a 
markedly different character from the event at the Kalymnian House. After a formal 
dinner and lengthy speeches, Kalymnian-Americans in suits and ties and party dresses 
danced to DJ-spun Greek and American nightclub music in between long sets of live 
Kalymnian violin and laouto provided by Micha.lis and me. There was much more 
participation by the visiting Kalymnians than at the previous event, perhaps due to the 
more familiar setting, and regardless of the music being played the dance floor was 
continuously full from 10 pm until close to 2 am. Most of the middle-aged to elderly 
attendees danced primarily to the Kalymnian music, while the younger dancers stayed on 
the floor for most of the night, greeting the laouto and violin with as much noisy 
enthusiasm as they summoned for the DJ's pounding bass beats. Unlike at the Kalymnian 
House, dissenting attitudes were more freely expressed; I heard several visiting 
Kalymnian-Americans express a frustration at the emphasis on so much folk music. 
Conversely, many older attendees complained about the ear-splitting volume of the DJ's 
sets, and what they termed the "undanceable" music that he was playing. 
In addition to dinner, social dancing, awards, and speeches by the consul-general 
of Greece, the Kalymnian mayor's representative, and other politicians-during which 
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one proclaimed " To Tmpon Springs einai ide fieri Kalymnos! " ("Tarpon Springs is the 
second Kalymnos")- the Ball featured performances by visiting Kalymnian dance 
groups from Ohio and New York, as well as Tarpon's own Tzivaeri . Michalis and I were 
originally to play only for Tzivaeri 's performance, having rehearsed with them in the 
morning; but when the other two groups realized, minutes before the show started, that 
we were accompanying Tzivaeri, they both asked us to play for them too. As we hastily 
talked through their choreography, they realized with alarm that they were both planning 
on performing the exact same program of dances, in the same order: Dirlada (an up-
tempo couple's dance), the Mihanik6s (a relatively recent dance in which the leader 
mimics a crippled sponge diver), and the iconic pairing of issos and sousta. After some 
tense discussion and half-joking accusations about stealing each other 's programs, the 
New York group, performing second, decided to change one of their numbers, 
substituting a syrt6s for Dirlada. 
Both visiting groups entered to warm applause, and performed reasonably well . 
However, the performance of the Mihanik6s, an extremely difficult dance that requires 
focused concentration on the part of the lead dancer and nuanced communication with the 
musicians, was in both cases fraught with problems. The Mihanik6s, developed in the 
mid-twentieth century, is one of the few choreographed Kalymnian dances, and the only 
one in circulation that is unique to Kalymnos. The musicians both follow the lead 
dancer 's tortured movements as he mimics the paralyzed diver 's labored attempts to 
walk, and cue the changes between the dance 's different sections. Each dancer has his 
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own personalized way of playing the role of the crippled diver, and the climax of the 
dance, when the leader drops his walking stick and falls to the ground, is designed to be a 
moment of high drama, a cathartic communal experience through which the Kalymnian 
audience remembers and honors their own divers who have died or been paralyzed by 
decompression sickness. A highly skilled dancer and accompanying musicians can 
spontaneously perform the dance if they pay close attention to each other and correctly 
read each other 's cues, even without rehearsal, but the musicians must know on what 
repetition of the main melodic theme the dancer plans to collapse. Before the Ohio and 
New York groups' performances, we agreed when each respective lead dancer would fall , 
but they both failed to give us the cue or pick up on those that we tried to convey. Both 
performances consequently fizzled out without great impact, and though the crowd 
cheered politely, it was obvious that they were underwhelmed. I spoke with the lead 
dancers from the respective groups afterwards, and I gathered that in the heat of the 
moment they had simply forgotten where they were in the dance, whether from nerves or 
lack of experience. 
Tzivaeri was the last group to perform. As soon as they entered the hall, dressed 
in the traditional costumes that their mothers, grandmothers, and in some cases they 
themselves had made, the atmosphere changed dramatically. Their energy and confidence 
were palpable, and an excited murmur spread through the crowd even before the music 
began. Once they started dancing, it was obvious that they were not only twice as large a 
group as the previous two, but that they were far superior in experience, style, and stage 
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presence. Their kefi was tremendous; whereas the other groups relied on tricky 
choreography that did not always work, Tzivaeri just danced. They were relaxed, joyful, 
and supremely confident, the women seeming to float above the ground in their long 
kawides or colored skirts, the men gliding effortlessly in and out of their figures . Their 
choreography was simple and elegant-they avoided dances with a performative, 
soloistic nature such as Dirlada and the Mihanik6s-and they executed it flawlessly. The 
performance felt like a particularly resonant glendi, one of those rare moments when 
dancers and musicians are so locked in that for a moment the boundary between them 
blurs. When they finished their last number-all thirty of them dancing a syrt6s and 
singing at the top of their lungs in perfect unison-the applause was deafening, and went 
on for roughly a minute. 
Later in the evening, near the height of the glendi, with the members of all three 
groups dancing together to Kalymnian music, a young woman from Tzivaeri came up to 
the stage and asked for the Mihanik6s. As we finished the previous tune, the floor 
cleared, everyone standing to the side to make room for a Tarponite college student and 
his parea, six or seven men from his dance group. He hoisted the walking stick and gave 
us a nod; as we began to play, cell phones and cameras came out to record the moment. 
His performance was relaxed, controlled, and unpretentious, despite the dramatic shaking 
and twitching as he mimicked the crippled diver, and his timing was perfect: he reacted to 
all of our musical cues within a split second, and fell to the ground at exactly the right 
moment. When the music changed to signal the last section, he leapt up, throwing off the 
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hand that was helping him to his feet; he tossed aside the walking stick and went into a 
series of acrobatic squats and foot-slaps that electrified the crowd gathered around the 
dance floor. When the music stopped, he wiped his brow, nodded us an acknowledgment, 
and disappeared into the crowd . 
It was clear that this virtuosic performance of the most recognizable danced 
marker ofKalymnian identity was intended both for his friends and peers from Tarpon, as 
a celebration of skill and shared history, and for the members of the visiting dance 
groups . To the latter, his relaxed, commanding performance said : Look, this is how you 
dance the Mihanik6s. I can do it twice as well as you, with more style, more energy, more 
kefi, even after having danced nonstop for three hours. Even out of costume, out of the 
formal spotlight, I'm closer to the prototype, more authentic. While he danced, the 
dancers from Ohio and New York who had performed the Mihanik6s earlier stood 
silently, arms folded across their chests, watching. It was less a challenge than a lesson, 
and they seemed to take it graciously. When the applause died down and we began the 
next tune, a light kalamatian6, they joined hands with the rest of the dancers as they 
spilled back onto the floor. 
Watching the crowd throughout the evening, I noticed that every time we started 
up the issos-frequently described by Kalymnians as their "national anthem"-so many 
people rose to their feet to dance that there were often multiple circles on the dance floor, 
bumping into each other, weaving in and out, an ordered confusion of bodies and sounds 
moving through space. In the context of the Pan-Kalymnian convention, with Greek and 
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American flags prominently displayed, citizens and officials from both nations ' 
Kalymnian communities in attendance, and expressions of solidarity alternating with 
assertions of primacy and authority, the social and political dimensions of this "national 
anthem" are striking. In the Kalymnian diaspora, musical movement functions as a way 
to engage in dialogue within the collective body politic, a fluid means of exploring the 
constantly shifting hierarchies and degrees of cultural affiliation that play such a decisive 
role in the lives of these citizens. Responding to the hymn of their nation-across-nations 
by not only rising to their feet, but moving hand-in-hand in noisy, joyful dance, they 
pledge allegiance to a common cultural ideal that allows them to individually interpret 
what it means to be Kalymnian. 
ALTERNATE REALITIES 
After a week and a half of teaching and performing traditional Kalymnian music 
to enthusiastic and knowledgeable crowds at events organized by the members of 
Levendia and Tzivaeri, Michalis and I were invited to play at a baptism the night before 
our departure from Tarpon Springs. We were hired by a relative of the newly christened 
child, an acquaintance of ours from Kalymnos who was excited at the prospect of having 
traditional music at the event. Upon sealing our agreement, she even made a point of 
proclaiming, " Thapaiksete nuihri toMeraMerose! " ("You' ll play until it's time to sing 
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Mera Merose! ") We expected a similar experience to what we had been having since we 
arrived, and were looking forward to a long night of enjoyable music making and dancing 
to cap off our time together in Tarpon. What actually awaited us was an exclamation 
point to my fieldwork, a surprising experience that eloquently summarized the diversity 
of interpretations of how, and what kind of, music and dance signify Kalymnian being in 
Tarpon Springs. 
We were not acquainted with either side of the celebrating family, as they were 
not involved with the traditional music and dance scene in Tarpon. A friend had told us to 
expect extremely loud music from the DJ who would be playing during our breaks; she 
had overheard the child 's mother say that she wanted the reception to be like a nightclub . 
As we set up on the floor in front of the DJ, we looked around, searching the crowd for 
familiar faces . We recognized a few people we knew from their peripheral involvement 
with Levendia, as well as several members of the visiting dance group from Ohio, but by 
and large the attendees were strangers to us. We started with an issos; after a week and a 
half of playing together hours a day, we were in perfect synchronization, and the music 
was ferociously good from the first note: gnarly, old-fashioned, and traditional. I looked 
up, expecting to see the dance floor packed in response to our performance of the 
Kalyminan national anthem, but to my surprise only the immediate baptismal party-ten 
people or so-was dancing. When we transitioned to a sousta, half of them dropped out, 
and the rest stopped dancing after just a few minutes. We played "Varka Yial6," the most 
popular syrt6s in Tarpon; nobody got up to dance. We switched to another tune, and 
another, songs that on previous nights had turned dozens of ecstatic faces our way and 
inspired rollicking sing-alongs, but to no avail. Our music elicited hardly a response. 
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While we were playing, perplexedly searching for the key to unlock a door that 
had so readily swung wide open for us until this moment, I noticed the father speak into 
the DJ's ear. As soon as we ended our medley of syrta, the DJ hit a button on his console 
and out of the speakers came none other than "Varka Yial6," the very tune we had just 
been playing. This version, though, was as different as could be: firmly rooted in a style 
popularly (and dismissively) known as skilonisi6tika (a hybrid term that references both 
nisi6tika or island music and the "trashy" skitadika or "dog music" common in Greek 
nightclubs), it featured keyboards, electronic drums, and melody played by an electric 
violin that was barely distinguishable from a synthesizer. The singer, while using typical 
skiladika vocal technique, was obviously Kalymnian, judging by his accent. 
On the whole, the contrast between the DJ's version of "Varka Yial6" and the one 
we had just been playing could not have been greater, and neither could the audience's 
reaction. As soon as they heard the recording, the entire room got to their feet and rushed 
to the dance floor to salute this iteration of the Kalymnian national anthem. Michalis and 
I watched in shock as they danced away with evident pleasure, knees bent and arms 
waving in the Kalymnian style, tossing money at the DJ and on the floor. The father took 
us aside and told us that he did not want his guests to go home, so it would be best if we 
stopped playing for the night. "These are young people, not old-timers," he explained. He 
paid us half of the fee that we had asked for to play all night, and told us we could leave. 
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Standing there in a daze, our ears acclimated to the sound of the violin and we 
recognized, through the ornamentation, who it was : Mikes Tsounias, grandson of the old 
man-"To Ennima"-whose austerely traditional style we have spent out lives learning. 
As we packed up our instruments, I reflected on what I had just experienced. The 
guests at this event obviously identify strongly with and deeply love the music that 
narrates their idea of what it means to be Kalymnian. To them, the modern, nightclub 
versions of the music are authentically Kalymnian in a way that ours are not: they 
resonate with their life experiences, expectations, and idea of a good time. It occurred to 
me that perhaps the musical events run by Levendia and Tzivaeri are not as representative 
of the community 's tastes as I had previously thought. When the members of the 
traditional dance groups organize affairs, the music is oriented towards the old, traditional 
style, because that is what they, through participation in these groups and reinforcement 
through association with other like-minded individuals, are accustomed to and associate 
with Kalyrnnian identity. When they are the dominant force at an event-such as the 
dances at which we had been playing over the previous ten days-people follow their 
lead and participate. But despite their high level of organization and prominence as public 
figures, it could very well be that they are a numerical minority in the Kalymnian 
community, and it is clear that their version of what it means musically to be a 
Kalymnian Tarponite is not universally shared. The musical aesthetic of their 
grandparents ' generation, which they consider a vibrant link to a beloved past and an 
invaluable resource for re-creation and the attainment of self-knowledge, is to others 
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stodgy, boring, and utterly incapable of producing the excitement and keti that drives the 
dance. 
On our way outside, we ran into the woman who had hired us. She was very 
apologetic and obviously embarrassed, and offered an excuse that further illustrates the 
divide between versions of authentic Kalymnian being in Tarpon. Gesturing dismissively 
towards the hall, she told us, "Einai 6loi panomerites, yi 'ajt6." ("They're all 
panomerites, that's why.") The term panomeritis-"person from up-over-there"-is used 
colloquially in the Dodecanese Islands to denote a foreigner or stranger, someone not 
from one's own community. 59 On its face, this comment seemed nonsensical: nearly all 
the guests were Kalymnian, and many of them were her own relatives. But on further 
reflection, it is clear to me that, in her mind, the various types of belonging as a 
Kalymnian are directly related to participation in and embodiment of ways of acting and 
being Kalymnian. As an older and more traditionally-minded native ofKalymnos, she 
grew up hearing the old-fashioned music that we play, and associates authentic 
Kalymnian being with those sounds; the nightclub or skiladika aesthetic that resonates 
with the guests at the baptism strikes her as foreign . As we have seen time and again, 
music and dance practices are foremost among the means by which Kalymnian 
Tarponites perform their identity, and read others' performance. 
591n colloquial Greek, the directional adverbs kato ("down") and pano ("up") take on meanings of 
proximity and distance, and thus familiarity and foreignness, respectively. A Greek speaker will thus refer 
to his hometown or native country as "kato" -reminiscent of the English " down home" -and to a non-
native locale, such as a city or country to which he has relocated for work, as "pano." For Kalymnian-
Americans in Tarpon, the frequently asked question "Tha pas kcito to kalokafri? " means "Will you go to 
Kalyrnnos tllis surnn1er?" 
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Later, deconstructing the experience of the baptismal reception over margaritas at 
Chili 's on Highway 19-as far as we could get from the Kalymnian enclave-Michalis 
mused that perhaps our intense disappointment at what happened is of our own making. 
"Maybe it's our fault," he said. "Maybe we're too musically conservative, we' re behind 
the times." All of those intricate laouto trills and special bowings, he suggested, mean 
nothing if people do not know how to read them and react to them, if they do not resonate 
with people. After all, he pointed out, the majority of what one hears at events in 
Kalymnos these days is exactly what the guests at the baptism wanted, and what the DJ 
gave them-not the music that we play and that our friends from the dance groups prefer. 
Our parea, our group of close friends, insists on the old-fashioned music and the personal 
relationships and communication between musicians and dancers that it requires; they 
listen to old tapes oftsambouna, violin, and laouto in their cars, at work, at home; and 
they appreciate the nuances of our bowing, strumming, and improvised poetry. But their 
prerogative, and ours, is not the only one. Indeed, it may not be the most widely held, 
even in Tarpon, a place that we, and many others, think of as a hotbed of traditional 
Kalymnian culture. 
There is clearly a multiplicity of ideas at work in Tarpon Springs concerning 
Kalymnian identity. What it means to embody that identity, to be Kalymnian, shifts 
according to one's surroundings and the company one keeps . The specific social context 
in which a given event or situation is embedded, the collective goal of a gathering of 
people, influences how identity and belonging are performed. Kalymnian music and 
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dance traditions are a surprisingly supple and varied way for Kalymnian Tarponites to 
explore, through virtuosic performance, the various options of identification available to 
them, and give them the option to engage in a dialogue with each other and their shared 
heritage that references the past, illuminates the present, and points, inevitably, towards 
the future. 
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CONCLUSION 
Over the course of this ethnography, I have been concerned with how Kalymnian-
Americans in Tarpon Springs actively engage with Kalymnian music and dance 
traditions as a way to make sense of their hyphenated identity and reconcile the often 
competing cultural prerogatives of their multiple homelands. I have traced the historical 
presence ofKalymnian culture, including music and dance, in Tarpon Springs, and shown 
how these practices were quietly kept alive for most of the twentieth century until the 
efforts of a dedicated group of dance enthusiasts sparked a revival of interest that has 
exploded, over the last few decades, into a vibrant transnational scene. I have explored 
ways in which Kalymnian Tarponites use embodied musical movement as a source of 
unity, personal empowerment, and a resonant bridge between seemingly contradictory 
aspects of their being. I have examined how Kalymnian music and dance function as a 
means of imaginative travel, a vehicle with which their practitioners can cross physical 
and metaphorical borders on their journeys of self-discovery and emotional fulfillment. 
Finally, I have demonstrated that the virtuosic performance of these art forms 
distinguishes Tarponite Kalymnians from other members of the Kalymnian diaspora, 
fashions a sense ofbelonging, and illustrates the diversity of interpretations of authentic 
Kalymnian being in Tarpon Springs. 
This creative engagement with Kalymnian traditions in Tarpon Springs has in 
large part grown out of organized practice in the context of the two local dance groups, 
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particularly Levendia. Over the three decades of its existence, the group has brought 
hundreds of Tarponites into closer contact with Kalymnian music and dance through 
weekly classes, performances, social events, workshops with guest instructors, and the 
trips to Kalymnos-artistic, cultural, and spiritual pilgrimages-that had a life-changing 
impact on those who participated in them. Studying the nuances of old-fashioned dancing 
and memorizing the words of their grandparents' songs, the members of Levendia not 
only learned about the history behind these traditions and made a name for themselves 
throughout the Greek-American community. They also created their own tradition, in 
which Kalymnian folk arts, no longer confined to the private homes of first-generation 
Kalymnians, have for many become representative of what it means to be a Tarponite. 
Through their efforts, the songs and steps that they grew up with are now an essential part 
of all manner of social events and public celebrations, a source of both civic and ethnic 
pride, and a standard by which many other Greek-American communities measure 
themselves. 
Curiously, the people who show the most enthusiasm and emotional investment in 
these traditions, and who volunteer countless hours organizing and running music and 
dance events- my American-born collaborators from Levendia and Tzivaeri-are also 
the most likely to express conflicted feelings about the space these traditions take up in 
their lives. Many of them feel a need to draw a line somewhere, before Kalymnian 
traditions occupy and account for too much of their sense of identity. The original 
members of Levendia, in particular, who grew up in the 1970s and early 1980s and who 
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consciously set the revival ofKalymnian arts in motion, simply find it to be too much 
sometimes. "We'll all be sick ofKalymnian (music and dancing) by the end of the week" 
is a frequently heard sentiment from these members of my parea, explaining, for 
example, why they skipped the raucous New Year's dance in favor of a quiet night at 
home. As a friend of mine explained, "During Epiphany week, I see the same people 
every night, have dinner with them every night, dance with them every night. Then I see 
them every day for the rest of the year. It's fun, but sometimes I just need a break." 
A few days after Epiphany, following the conclusion of the Pan-Kalymnian 
convention, an avid dancer, singer, and participant in the violin workshops posted this on 
her Facebook page: 
I hate to admit this, but I'm Kalymnianed OUT!! Overall though, one of the best 
weekends of my life filled with so much beautiful culture, tradition, and 
fellowship!! I Thank you to those who put this wonderful event together! I! I!! 
Zito i Kalymnos (Viva Kalymnos)! 
The apparent irony of being "Kalymnianed out" is clear to her; hence her embarrassment 
at the grudging admission. But the struggle to determine exactly how much Kalymnian is 
too much is a fundamental component of the hyphenated identity that Kalymnian-
Americans have inherited, and make their own through conscious and selective use of 
music and dance. They have to maintain an equilibrium, stay somewhere in the middle: 
too much one way or the other would be disorienting. They perceive themselves as 
fundamentally Kalymnian, and fundamentally American. Both places, as my 
collaborators told me again and again, define who they are. 
It is my hope that this thesis will encourage other scholars to engage with the rich 
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world of traditional music, dance, and art in the Greek-American and Greek-Canadian 
diaspora communities. A vibrant revival of folk arts is currently underway throughout the 
Greek diaspora. Young Greek musicians in North America, Britain, and Australia are 
increasingly choosing the lyra and the oud over the bouzouki, and annual Greek dance 
festivals and competitions from Anaheim to Orlando attract thousands of participants. 
The artistic traditions of the Greek Orthodox Church-Byzantine choral music and 
iconography-are stronger now than they have ever been outside of Greece, particularly 
in the United States. Yet there has been very little scholarly attention paid to this 
diasporic explosion of creative engagement with Greek artistic traditions. I sincerely hope 
that this study can be a step towards a more active engagement with Greek-American arts 
by ethnomusicologists, folklorists, anthropologists, and scholars of dance and diaspora. 
This project has brought up several possible directions for further study, which I 
hope to explore in future work. The most urgent of these is to conduct more substantial 
interviews and song recording sessions with elderly Kalymnian immigrants in Tarpon 
Springs and the surrounding area. For logistical reasons, I was unable to spend as much 
time as I hoped with several key members of the community, and I believe that there is a 
wealth of information about current and former musical practice both in Tarpon and in 
Kalymnos that could be learned from some ofthese men and women. The 1939 WPA 
recordings ofKalymnian and Greek-American music are a potential goldmine of 
information about the musical practices and tastes of Tarpon's Greek community on the 
eve of World War II, and shed light on questions of repertoire, style, and instrumental 
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technique among Kalymnian immigrant musicians in an era decades before any such 
recordings were made in Kalymnos. Additionally, the recording sessions in which 
violinist Michalis Kappas, tsambouna player Manolis Houllis, singer Irene Karavokirou, 
and I participated-and the reactions to these recordings in Tarpon and in Kalymnos itself 
- raise fascinating questions about professional music making in this community, as well 
as the performance and perception of identity and authenticity through recorded sound. 
With the shifting tides of post-modernity, Tarpon's spongers have mostly made a 
transition to drier, less hazardous occupations, and traded their air hoses and brass 
helmets for laminated menus and air-conditioned offices. But their songs still echo down 
the same bayous that they navigated in their steamboats, following the Anclote River to 
the virgin sponge beds of the Gulf; and the stamp of dancing feet on flagstones and plank 
floors is met by whistles that would fit their lips . More than a century after a violin or 
tsambouna sang out and hands were joined for the first issos on Tarponite soil, the folk 
traditions ofKalymnos continue to serve as a powerful means for Kalymnian-Americans 
to explore where they come from, where they belong, and who they want to be. The 
original party ofKalymnian Tarponite revelers surely took comfort in their native songs 
and dances as they tried to make sense of lives permanently cleaved in two by the 
physical, emotional, and imaginative journeys of immigration. More than a hundred years 
later, their descendants and successors, themselves split in half by the hyphen of 21st-
century identity, use the same tunes and steps to retrace those journeys, and set out on 
their own. 
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